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conclusive evidence 


Tinkers, tailors, soldiers, sailors (or for that matter, musicians, airmen, 





teachers, chemists) sitting in judgment on the latest high fidelity equipment in 


our showrooms, where Hi Fi is in the witness box every day telling the 














whole truth and nothing but the truth. All the evidence you need to 
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reach a verdict is here at your disposal. Come along and judge for yourself, 


WORLD-WIDE RECORDS & Hi Fi BY POST SERVICE or write for free copy of our 


Wherever you are, you can enjoy Imhofs Service. 
Simply send us your order, we will carefully pack 
the items you require and despatch them by 
return of post. All record orders over £10 value 
supplied packing and postage free. Special 
terms for British Forces serving abroad. May 
we send you further details ? 


7\te.> * 


illustrated Hi Fi Catalogue. 








RADIOS - T/V’s -: RECORD PLAYERS 


commences 9.30 am JULY 15th 


COME EARLY FOR THE BEST BUYS! 





LGB 
ALFRED IMHOF LIMITED Dept 17, 112-116 New Oxford Street London WCI: MUSeum 7878 
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) | exotic sun-drenched Spain in B dazzling hi-fi 
| ye 


Capriccio espagnol 












(Rimsky-Korsakov) 


- Andaluza (Granados) 


Espana (Chabrier) 


Spanish Dances, Book 1 
(Moszkowski ) 


brought to you through 
the true high fidelity of 
full frequency range recording 
by one of the most gifted of the 


younger generation of European conductors 


ATAULFO ARGENTA 


conducting 


THE LONDON SYMPHONY ORCHESTRA 


LXT 5333 


THE DECCA RECORD COMPANY LTD 1-3 BRIXTON ROAD LONDON SW9 
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The above recorder uses a synchronous capstan motor and for use on 12 volt 
car battery a 50 c/s + I cycle 230V, 120W power supply unit is available. 





T.R.G.10 MINIATURE AMPLIFIER AND VERSATILE PRE- 
AMPLIFIER. A modern miniature amplifier, measuring only 43 in. x 5 in. 
over front panel and projecting 104 in. to the rear. Uses C core trans- 
former material to obtain low external magnetic field and has less than 0.1% 
harmonic distortion at 10 watts output. The amplifier response is level 
15 c/s to 50,000 c/s within 0.2 db. The 3-valve pre-amplifier will operate 
direct from recorder heads with correction networks for difficult tape 
speeds and switched inputs are provided for radio, microphone and gram. 
with correction for all recording characteristics. 


“SUPER 50 WATT” AMPLIFIER. This heavy duty amplifier is 
available for long life under arduous conditions. The normal life being 
5,000 hours without valve change. 


FOUR CHANNEL ELECTRONIC MIXER 


An Electronic Mixer for four 30-50Q balanced line microphones or special 
to order. Normal output 0.5 V. on 20,000Q but | mW., 60002 balanced 
or unbalanced is available as an alternative. 


The 3-CHANNEL MIXER and PEAK PROGRAMME METER is 
similar to the above but is fitted with a meter reading peak signals with 
| second decay time and calibrated in dbs from zero level | mW., 6000 to 
+12 and —20 balanced or unbalanced output by means of switch. 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, S.W.I? 


Telephones: LiBerty 2814 and 6242-3 
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HIGH QUALITY 
TAPE RECORDER 





* The total hum and noise at 7} in. per second, 50-12,60 
c.p.s. unweighted is better than 50 dbs. 


* The meter fitted for reading signal level will also read 


bias voltage to enable a level response to be obtained under 


all circumstances. A control is provided for bias adjustment 
to compensate low mains or ageing valves. 


* A lower bias lifts the treble response and increases. 
distortion. A high bias attenuates the treble and reduces. 


distortion. The normal setting is inscribed for each instru- 
ment. 


* The distortion of the recording amplifier under recording. 
conditions is too low to be accurately measured and is. 


negligible. 
* A heavy mumetal shielded microphone transformer is 


built in for 15-30 ohms balanced and screened line, and: 


requires only 7 micro-volts approximately to fully load. 


This is equivalent to 20 ft. from a ribbon microphone and: 


the cable may be extended 440 yds. without appreciable loss. 


* The 0.5 megohm input is fully loaded by 18 millivolts. 


and is suitable for crystal P.U.’s, microphone or radio inputs. 


* A power plug is provided for a radio feeder unit, ete: 


Variable bass and treble controls are fitted for control of 


the playback signal. 


* The power output is 4 watts heavily damped by negative- 


feedback and an oval internal speaker is built in for monitor- 
ing purposes. 


* The playback amplifier may be used as a microphone or- 


gramophone amplifier separately or whilst recording is being 
made. 


* The unit may be left running on record or playback, even: 
with 1,750 ft. reels, with the lid closed. 





C.P.20A AMPLIFIER. This standard amplifier for extreme 


tropical use will operate from 230 V. A.C. mains or 12 V. 


car battery and give 15 W. output for a consumption of 


5.5A. Inputs for 30Q balanced microphones, M.I. P.U. and 
Cr. P.U. 





Telegrams: ** Vortexion, Wimble, London.” 
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THE QUAD Ili IN THE WORLD — No. I. 
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A senior audio engineer of some standing in Malaya 

has made exhaustive tests, under severe tropical conditions, 
on his recently purchased QUAD I! Amplifier—his 

remarks and performance curve speak for themselves :- 





gee fou Gk Laws Yistelion Qacttlator 














Minimum Yoloition mrtaouatte : 0-07, - 








Watts in 15 2. veictarce lend. 


“I enclose a curve which may interest you—it shows the 
very good performances of the QUAD II. There’s no doubt 
whatever of its superiority to many of the other 

amplifiers now on the market.” 


In like manner, enthusiasts the world over 
express their approval of the QUAD II— 

the best which present techniques can devise. 
The design of the QUAD II is simple 

and straightforward, without the sacrifice 

of a single refinement capable of 

contributing to the final objective which is— 
the closest approach to the original sound. 


Send for further details and brochure to Dept. G 


ACOUSTICAL MANUFACTURING COMPANY LTD 
HUNTINGDON, HUNTS. Telephone: HUNTINGDON 36! 


eeeedoe eee Loebed Seceoecesee 
eeeeeee 33 tseatstttsessesesssctssessetttrtstesttessesssstesatisis ttc: . | 
ecece OT eed 


THE QUAD II IS AVAILABLE THROUGHOUT THE WORLD 


Material for this advertisement supplied by H. A. O'Connor & Co. Ltd. of Singapore 
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NEW! 
A clock-type Gounter 
to fit all models 
of the 
Ferrograph 


For Ferrograph users who want something more 
precise than the conventional scale, there is now 
available a clock-type zero-setting Counter which can 
be fitted to the Deck (between the two reels) to 
locate any required position on the tape track. 

As can be seen, the traverse of the tape is continuously registered on a clock face 
scaled from 0-10 in tenths by a pair of hands. The Counter is belt driven through 
an intermediate pulley enabling the full length of an 8}” reel of standard or 
long-play tape to be covered in one count. 

Any Ferrograph or Wearite Tape deck owner can easily fit the Counter, which is 
supplied as a complete kit of parts with instructional booklet and a drilling template. 


THE BRITISH FERROGRAPH RECORDER CO. LTD. 
I31 SLOANE STREET - LONDON - S.W.I_ Telephone: SLOane 2214/5 and 1510 


Wharted ale 


NEW 3-SPEAKER SYSTEM 


gives you everything . . . except cabinet resonance 



















































Yes, in Wharfedale’s latest model, cabinet resonance is con- 
spicuous by its absence. Low resonance speakers fitted with 
foam suspension give smooth response over the full frequency 
range. Visually, the SFB/3 is attractive. Structurally, it is com- 
pact and portable. Technically, it is cleverly designed. Acousti- 
cally, it is amazingly good for its size. 


a ye ATTRACTIVE APPEARANCE > FREE STANDING & EASILY MOVED 
(Reg. Design 881,557) gc RESONANCE FREE : SANDFILLED BAFFLE > OMNI-DIRECTIONAL 
ace tg yg a Rage F de FREQUENCY RANGE : 30c/s to 20,000 c/s yk MODERATE PRICE 


typifies the wide frequency response. 





SPECIFICATION NEW PRICE 


Size, 34” x 31” x 12’ ; £39. id. Oo 


SFB /S 


iN ONMS 











$ Weight, 64 Ib. ; 

; Impedance, 8-15 Ohms ; COMPLETE 

: Bass resonance, 30-35 c/s; _, Tropical model with resin-bonded plywood can 
- Max. input, 15 Watts. ' be supplied at £2 extra. 





FREQUENCY IN “/s. 


Made and guaranteed by WHARFEDALE WIRELESS WORKS LTD - IDLE - BRADFORD - YORKS Tel: idle 1235/6 *Grams: Wharfdel Idle Bradford 
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Now — from 3M 








the BEST tape news 





of the year 





A aa 


PRICE SLASHED ON 
‘SCOTCH BOY’ 
No. 111A STANDARD 


a 


IMPORTANT PRICE CUT ON 
‘SCOTCH BOY’ 
No. 150 EXTRA-PLAY 


I 





























Mi ate oe now v4 
(1800 ft.) (1200 ft.) 
ce 
yn- A palyester tape at a p.v.c. price | Britain’s lowest priced magnetic tape 
ith 
icy Last May, 3M made the year’s biggest tape news with their superb new p.v.c. tape—‘Scotch Boy’ No. I11 Super V. Now 
me they bring you the best tape news of the year: an important price reduction on ‘Scotch Boy’ No. 150—bringing the price 
ti- of this world-beating, polyester-based EXTRA-PLAY tape into line with other LONG PLAY p.v.c. tapes. Also another, slashing 
cut on ‘Scotch Boy’ No. I11A, which is now Britain’s lowest priced magnetic tape at its new price of 27/-. These cuts stem 
solely from improved production techniques: the unchallenged superiority of the ‘Scotch Boy’ magnetic coatings has been 
ED fully maintained. Prices of ‘Scotch Boy’ No. 120 (High Output) and ‘Scotch Boy’ No. I 11 Super V (p.v.c.) remain unchanged. 
AL 
CE i 
¢€ ec : C€ i | does the job BETTER! . 
BOY: | | 
MARK i 
} = 
= | /AODUCT OF 
MINNESOTA MINING & MANUFACTURING COMPANY LIMITED 
- 167 STRAND, LONDON, W.C.2, and BIRMINGHAM*s MANCHESTER? GLASGOW 
RESEARCH 








sind Pp WORLD'S LARGEST MANUFACTURERS OF COATED PRODUCTS 
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Better listening 
with the 


v4 


| rd 
Balanced High Fidelity 
bb 















a new experience | 


\ 


in HIGH FIDELITY \. 
reproduction at : 


"YY T/ONS 


Even if you are untroubled by considerations 
for the neighbours, you are not likely to 
have your amplifier going at full blast. For 
your own enjoyment...for better listening 
. . . you will probably reduce the volume 
to a lower level. 

E-A°R investigations proved that in the 
majority of homes, more than adequate 
power could be provided by a six-watt 
amplifier. It was obvious that, if carefully 


The GRAMOPHONE 








designed, such an amplifier would meet the 
demand for high quality reproduction at 
reasonable cost. 

Another outstanding example of E-°A°R 
originality of design and quality engineering, 
the Triple Four follows the basic design of 
the Amplifier used in the now famous Triple 
Four record reproducer. These amplifiers 
incorporate power supply for the E:A°R 
Switched VHF Tuner (see below). 


. - . and these new E-A’R units to complete your installation . . . 





E-A’R Trio Console Speaker 15 gns. 


Hear the E-A-R_ Balanced High Fi- 
delity models at your dealer’s now, 


or send for brochures. 


(Two treble units and 
12 in. bass speaker) 


Senne? 





E-A’R Transcription Unit, 24 gns. 
Autochange Unit, 15} gns. 
Non-auto Unit, 114 gns. 


AMPLIFIER DIVISION 


ELECTRIC AUDIO REPRODUCERS LTD. 


The Square, Isleworth, Middlesex 


Cables: Eargram, Isleworth, Hounslow. 


July, 1937 


TripP.e-F ovr 


ULTRA-LINEAR 


AMPLIFIER 








E-A’R Triple Four 
Ultra Linear Amplifier 


Four:stage, six-watt, push-pull output. 
Separate co-axial input sockets for 
Radio, Tape and Gram. 

I] gns. 
Model VR 
{for use with Variable Reluctance Pick- 
ups) Inputs for Gram, Radio, Tape, 
Microphone 


14 gns. 





E-A°R Switched VHF Tuner, 
I5 gns. 





Phone: HOUnslow 6256-8 





Dut. 
for 


ns. 


pe, 





BU 
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“STANDARD’ ARM 







The GRAMOPHONE 


THE WORLDS FINEST Hi-Fi PRODUCTS 


“SUPER 90° ARM 


TEST YOUR TRACKING! 


BJ introduce the firsts ALIGNMENT PROTRACTOR in 
Plastic ivorine for measuring the tracking accuracy of all 
pickup assemblies. 











Send P.O. for 7/- toeday ! 
Only BJ Arms overcome tracking error 


BJ Arms and BJ Reproducers are available at your local Dealer. 
SUNNINGODALE 


RNE-JONES, 


For full details write to: 


ROAD, CHEAM, SURREY 





Get the runt. value from 


with the NEW Armstrong 


FM 61 vuHr TUNER 


EXCEPTIONAL SENSITIVITY 


An adequate signal level is assured even at relatively long distances 
from the transmitter, and in ordinary reception areas aerial com- 
plications and expense are reduced to a minimum. 


COMPLETE FREEDOM FROM DRIFT 


The high stability of the FM 61 avoids the irritating necessity for 
retuning. Tuning is not affected by changes in the working tempera- 
ture—the set can, for instance, be switched off after use at night 
and the simple act of switching on in the morning will bring in the 
station. 


SWITCHED AUTOMATIC FREQUENCY 
CONTROL 


This will not normally be used in the U.K. It is fitted to meet the 
somewhat variable reception and transmission conditions in America 
and not, as is sometimes the case, to cover drift in an unstable circuit. 


CATHODE FOLLOWER OUTPUT 


This increases the permissible length of lead from tuner to amplifier, 
enabling them to be sited at a convenient distance apart whilst 
maintaining the quality of the signal. 


ARMSTRONG WIRELESS & TELEVISION CO. LTD Warlters Road, London, N.7. 





| 
z 








* Full Band Ii Coverage (88-108 Mc/s). 
Output Matching Control. 
* Completely silent background. 


* Adjustable 
* High Overall Gain. 
* PRICE: £22.1.0 


Post this coupon for full descriptive literature or call at your local 
High Fidelity dealer or at our Holloway showrooms for full 
demonstration. 


(BLOCK CAPITALS PLEASE) 


eeeeeeeoe eee eeeeveeeeeeeeeeeeeeeeeeeeeeeeeeeeee eee 


Tel ; NORTH 3213 
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with the reviewer. 


Now comes the perfect solution—the chance to borrow the pick 
ON YOR OWN GRAMOPHONE. 


are included in our Catalogue & Handbook— 


(CLASSICAL) 


(For Library 
details without 
Catalogue, please 
send s.a.e. 23d.) 


FOR 1957 


(50 cents U.S.A.) 
FROM 








if — us) you love good music and find pleasure in good records, you will (we feel certain) be finding 
it increasingly difficult to choose from among the many fine LPs—just which to add to your collection. 


Reviews are helpful, of course, but sometimes one’s taste (or even one’s gramophone) doesn’t agree 


FULL DETAILS OF THIS LIBRARY SERVICE (which costs approx. |/- per week each L/P Borrowed) 


THE L/P RECORD LIBRARY 


CATALOGUE AND HANDBOOK 


COSTS ONLY (3 /m POST FREE 


THE LONG PLAYING RECORD LIBRARY, SQUIRES GATE STATION APPROACH, BLACKPOOL, LANCS. 





ain —_—___ = 
CATALOGUE & HANDBOOK 
FOR 1957 post 3/= FREE 
isiahiaaatte / Attention 
, Also sections on :— 
—e @ The care of GRAMOPHONE SOCIETIES! 
catalogue of Long Playing 
L/P Records. Many of you already use our special service 
Records—listing 
only recordings @ The Reproduction to build your programmes and many more 
- a he a will do so during the coming season. 
* y 4, amemes Now as an additional service we offer a 
at op ad a eeaed Galection programme for inclusion in your 
to Linen (100 Recommended 1957/1958 syllabus : 


“THE REAL THING .. .?” being 
A short history of High Fidelity 


of the LPs to play AT HOME— : 
on disc. 


We provide the speaker (the human 
variety), and the records—and the equip- 
ment if necessary—and we hope to give your 
members an enjoyable evening. 


There is no charge to the Society for this 
programme and the Secretaries of interested 
Societies are invited to write as soon as 
possible because only a limited number of 
recitals can be undertaken. 





(For Library 
details without 
Catalogue; please 


send s.a.e. 23d.) | Please write to:— 

















The Best of Bo 


Whether you want a self-contained plug-in-and- 
play High Fidelity instrument or a complete range 
of matched High Fidelity units—specify RCA. For 
over 25 years the world’s recording studios have 
consistently preferred RCA. Now let RCA bring 
this same studio quality to your home. 





ay 


20 watt.Power Amplifier £24.10.0 


eS 


ety FM Tuner Transcription Turntable Deck 
3.8 plus £9.8.4 P.T. £22.6.0 plus £8.14.0 P.T. 


rrr] F 


Versatile Pre-amplifier Control 
Unit £16.10.0. 








Panoramic Multiple Speaker 
System £56.11.0. 


RCA GREAT BRITAIN LTD., Lincoln 


(An Associate Cempany of Radio Corporatien of America) 






ao 


th Worlds 
Nag gdecteiity 


PLUG - IN-AND- PLAY 
Record Reproducers 


Above is the RCA ‘ PRESIDENT’ High 
Fidelity phonograph, ready-to-play, auto- 
matic changing, console record reproducer 
of outstanding quality. Panoramic multiple 
speaker system ; new triple control with 
balanced loudness feature ; 20 watt peak 
push-pull power from extended range 
amplifier ; elegantly styled in superb 
cabinets in walnut, light oak, or dark oak 
finishes. 67 GNS. (tax paid) 


The RCA ‘VICE PRESIDENT’ High 
Fidelity phonograph (illustrated right) is a 
beautifully styled record reproducer with a 
quality of reproduction never before 
associated with instruments of its size, 
Panoramic triple speaker system ; 10 watts 
peak power from push-pull amplifier with 
frequency range 40-20,000 cycles; triple 
control system ; 4-speed changer. 41 GNS. 
(plus £1.15.0 optional legs) tax paid. 


Way, Sunbury-on-Thames, Middx. 
Telephone: Sunbury-on-Thames 3/0! 





— = -— -— -— -— -« - - - -— = - 
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SUCCESSFUL CONCLUSION TO YEARS OF EXTENSIVE RESEARCH ... 





The Ful-fi has been produced for you—the perfectionist. T.CcC.8M 

It’s the cartridge for the connoisseur—the listener who can detect the slightest Has a flat response (+3 db) 
: . : : up to 12,000 c.p.s. Output 

flaw, who is satisfied only with the finest reproduction. peste mt Mt 
The T.C.8M is designed to give maximum listening pleasure from the finest .3 volts. 
high fidelity equipment or the simplest amplifier. 
The T.C.8H is a high output cartridge designed for use with low gain : T.¢C.8H 
amplifiers, as used in the vast range of small record players. A cartridge that gives very 


pleasant listening. Has a 
flat response (+3 db) up to 
7,000 c.p.s. Output (at 
1,000 c.p.s.) at 1.2 cm/sec. 
9 volts. 


lone-enyineetod by 


* Ful-fi cartridges fit all standard?pickup arms. * Styling is modern, streamlined and refreshingly 
practical. 


*% The precision-ground sapphire styli, can be 
quickly replaced when worn out. 


* Each cartridge is packed in a polystyrene con- 
* Turnover mechanism is exact and foolproof. tainer and cartoned. 


Fitted to the Manarnch— 
World’s Finest 4-Speed Autochanger! 


BIRMINGHAM SOUND REPRODUCERS LTD - OLD HILL + STAFFS. 





* Easily and instantaneously;removed from snap- 
fork housing for examination, cleaning and 
replacement of styli. 
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LEARN ANOTHER LANGUAGE 


which includes “HIS MASTER'S VOICE”, COLUMBIA & CAPITOL, ec 
if MT ... INTRODUCE PROVED 

CONTINENTAL METHOD 

TO BRITAIN 


FRENCH - ITALIAN THE: EASY ASS Mil. WAY 


SPANISH - GERMAN ; 
In three months you can learn a new language—without the drudgery 
RUSSIAN of learning by heart. Assimil Books, Assimil Records, or, ideally a 
combination of both, bring you a thoroughly practical and satisfying 
means of home study. 

















Send for details of the world’s quickest method of learning a language. 
E.M.I. INSTITUTES LTD., 
(Sole British Distributors of Assimi/) 
Dept. B314, 10 Pembridge Square, London, W.2. Tel. BAYswater 5131/2, or 
‘“‘ H.M.V.”’ Showrooms, 363-367 Oxford Street, London, W.!. Tel. MAY fair 28 








JULY/57 











Introducing the TOREX fall-front record cabinet 


Black and white photography just doesn’t do 
justice to the glowing colours of our newest record 
cabinet. It is finished in two-tones of washable 
rexine—grey-check with a ruby red fall-front. 
The jewelled brass handle matches brass ferrules 
on the contemporary ebonised legs. 


The TOREX holds two hundred records (including 
12” L.P.s in their sleeves) and retails at £8.15.0d. 
Dimensions : 22” wide x 14” high x 14” deep. 
If you like a splash of colour the TOREX is the 
cabinet for you. See it at your local record dealer 





now. 





For details of full range and address of your local 
stockist write to 


mupt. 6.50 |REC oRD TNR Brook Road, London, N.22. Tel.: BOWes Park 7487/8 
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At 


the 
drop 











Photo: Angus Me Bean 


Michael Flanders and Donald Swann 


isl re | t A Transport of Delight Songs for our time: Greensleeves 


of a 


Song of Reproduction Philological Waltz; Misalliance 
A Gnu ‘ . Satellite Moon; AHappy Song Kokoraki (A Greek Song) 
Nv VPetatel-ta (Vl Mal¥iail 1am idea Design for living A Song of the Weather Madeira, m’ dear? 
London's most popular Je suis le tenebreux The Reluctant Cannibal The Hippopotamus PMC1033 





nterlainment recarded during 
an actual performance at 
the Fortune Theatre \ a RLOFrEONE 33! R.P.M. LONG PLAYING RECORD 
. t 
THE PARLOPHONE COMPANY LIMITED, RECORD DIVISION, 8-1! GREAT CASTLE STREET, LONDON. W.! 
_ @®@eeeoeeoedeeoedeeeeoseeods © 








A REMINDER 


we are still the 
largest dealers 


in high fidelity 
in the North 


Only the finest makes of equipment and cabinets 
are stocked and demonstrated for comparison, 
so that you may be certain of buying the 
best products at your price. Our advice 

is free, and credit or H.P. terms are offered. 





For the tirst time- 
COMPLETE RECORDINGS 


MARTA (Flotow) Tagliavini, Tassinari, Rizzieri, Tagliabue, 


Carmassi, Zorgniotti Orchestra and Chorus of R.A.I. Conductor 
Molinari Pradelli. 
2 Twelve-inch LPs. Cetra Album N.1254. £5-15-0 


ELEKTRA (Strauss) Anny Konetzni, Daniza_Ilitsch, 


Martha Médi, Klarwein, Braun: Orchestra and chorus of the 
Florence Music Festival. Conductor Mitropoulos. 
2 Twelve-inch LPs. Cetra Album N.1209. £5-15-0 


LA SONNAMBULA (Bellini) Tagiiavini, Pagiiughi, 


Siepi, Anelli, Ruggieri, Latinucci, Benzi: R.A.l. Orchestra and 
Chorus. Conductor Franco Capuana. 
3 Twelve-inch LPs. Cetra Album N.1240. £8-12-6 


AVAILABLE FROM APPOINTED DEALERS 
OR DIRECT POST FREE 




























We represent every leading manufacturer 
and have recently been appointed agents for 
Period High Fidelity and Westrex. 





complete Cetra catalogue |/6d. post free. 


RARE RECORDS LTD. 








a SOLE CETRA AGENTS IN GT. BRITAIN 
‘HE MARK OF A UNIQUE SERVICE ad 4, OXFORD ROAD, STATION APPROACH, MANCHESTER, |. CEN 9759 
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CORNER HORN 


Efficient horn loading, 
combined with virtually p 


AMPLIFIER .. . 
| Ultra Linear p.p. EL84s. 


| PRICES 


LBL LLL LPL TRE 
3 


Pe PERERA ROLES 


SAT 


improved design now 
gives 10/12 watts, peak 14 watts. 


(each unit available separately) 


* 
| RECOMMENDED SPEAKERS... 


erfect treble diffusion. 


Superb Workmanship—Unrivalled Performance 
Attractive Styling—all at Moderate Cost 


AMPLIFIER : a 0.0. 










TABLE CABINET 


Extremely compact equipment 





SUNTOR: 


Matched Equipment 


“° 
e 
e"e** 
o"e*.@ 
PAO 
. 
ee" 
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- 

O 
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ee*.¢@ 

.* 


cabinet — 202 in. by 15 in. by 144 in. overall. 





CONTROL UNIT 
FM UNIT... ° 
Remarkably efficient Automatic ag iy 
Control facilitates tuning and eliminates “* drift.”’ this price class. 


CONTROL UNIT: £9.0.0. 


FM UNIT: £17.10.0. 
ABLE CABINET: £10.10.0. CORNER HORN £18.17.6. (Side Pan 





Incorporating an independent variable Low Pass 
(distortion) Filter, a feature unique in a unit of 


(P.T. 5 10.0% 
els : £3.10.0 i 


Lowther Model PM6 Pressure Unit; Goodmans AXIETTE; Philips 9710M ; Wharfedale SUPEP 8 AL, 









Available from leadi 
A new illustrated | 


High Fidelity Dealers throughout the country. 
RD JU 


a. Trade and Export enquiries invited. 
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This new chairside Baer 
version of the A720 
is a real eye-opener ! 
Not only are the smart, 
ebony-finish legs at exactly 

the right, comfortable height for 
the armchair listener, but they 

are detached in a minute for 
easy transporting. Our techni- 
cians have been at work too— 
and we have greatly improved 
the push-pull output stage which 
now reaches 6 watts. Also, the 
A720 is now available if required 
with the Sonotone ceramic cartridge, 
suitable for tropical use (A721/S). 


It is constant improvements such as these 


MODEL A720 

The A720 is now available with 
or without chairside legs, and 
incorporates new circuit refine- 
ments which maintain its posi- 
tion as the highest fidelity 


; : , ° gramophone in its class. 
which ensure that Trixettes, are, and will continue Price ; Table Model 42 gns. 


to be, the finest gramophones you can buy : (Chairside model 2 gns. extra) 


~~. 











tHe A720 


= THE GOLD MEDAL MODEL 


@ FOR ALL RECORDS Garrard 4-speed auto- @ CONTROLS Independent Bass and Treble controls, volume 


changer with manual/automatic operation. control, mains switch and pilot light. 
@ AMPLIFIER 6 watts push-pull output stage @ LOUDSPEAKERS AND PICK-UP Twin matched elliptical 
with negative feedback. speakers. Crystal or ceramic pick-up. 


THE TRIX ELECTRICAL €O LTD 


MAPLE PLACE TOTTENHAM COURT ROAD LONDON W.! Tel.: MUS 5817 Grams.: Trixadio Wesdo London 
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SINGLE CHANNEL 
suitable for playing on double- 
track Home Tape Recorders 
und Reproducers at a speed 
of 74” per second. 


‘STEREOSONIC’ 

the most lifelike recreation ever 
achieved of full dimensions, 
perspective and movement of 

the original performances, suitable 
for playing on ‘Stereosonic’ 
reproducing system. 
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New SINGLE CHANNEL TAPES 


SIR JOHN BARBIROLLI 
The Hallé Orchestra 
MARGARET RIT 

A section of the Hallé Choir 


SINFONIA ANTARTICA 
—Vaughan Williams 
HTA26 


A complete angenens “J 
“MANON’”’—Masse 

with VICTORIA DE. LOS ANGELES, 
HENRI LEGAY, MICHEL DENS, 
JEAN BORTHAYRE, 

and Chorus and Orchestra of the 
Théatre National de oo rien Remque 
conducted by PIERRE 

HTA27-30 





GUIDO CANTELLI 

The Philharmonia Orchestra 
SYMPHONY No. 3 in F—Brahms 
HTB411 


BAND OF THE IRISH GUARDS 
Conducted by Capt. C. H. Jaeger, 
Mus. Bac., L.R.A.M., A.R.C.M., p.s.m. 
A SELECTION OF POPULAR 
MILITARY BAND MUSIC 

HTC6l11 . 


FUNNY F. 
Recorded from the sound-track of the Paramount film 
Starring AUDREY HEPBURN, FRED ASTAIRE 
THOMPSON 


Overture; Funny face; *S eneaes © Think pink! ; 
How long has this been going on?; Bon jour, Paris!; 
Clap yo hands; He loves Poe loves; Or On how to be 
lovely; Basal Metabolism; Let’s kiss and make up; 
(Introducing Matador he 

HTC612 

NICOLAI MALKO 


The Philharmonia Orchestra 
OVERTURES, “Leonora’’, No. 3; 
“Coriolan’”’; “Die Geschopfe des 
Prometheus’ ’— Beethoven 
HTD814 


ROBERT IRVING 

The Philharmonia Orchestra 

“LA BOUTIQUE FANTASQUE”—Ballet Music— 
Rossini-Respighi 

HTD815 


“HIS MASTER’S VOICE” tape records 


THE GRAMOPHONE COMPANY LTD. (RECORD DIVISION) - 8-11 GREAT CASTLE STREET 
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New ‘STEREOSONIC’ TAPES 


SIR EUGENE GOOSSENS 
The Philharmonia Orchestra 
EME D’EXTASE; REVERIE—Scriabin 


SATI101 
RUDOLF KEMPE 
The Philharmonia Orchestra 


“MOZART OVERTURES”—Idomeneo; Le Nozze 
ones Cosi fan tutte; Die Zauberfléte 


EILEEN JOYCE; GEORGE MALCOLM; 
THURSTON DART (Harpsichords) 

and The Pro Arte Orchestra conducted by Boris Ord 
Denis Vaughan (Continuo) 

Ora hens for three harpsichords in C major 

—J.S. Bach with DENIS VAUGHAN (Harpsichord) 
CONCERTO for Four Harpsichords in A minor— 
Vivaldi—J. S. Bach 

SCT1511 


NICOLAI MALKO 
The Philharmonia Orchestra 
OVERTURES 


Prince ]gor—Borodin orch. Glazounov; 

Russlan and Ludmilla—Glinka 

Ivan the Terrible—Rimsky-Korsakov; 

also The Snow Maiden—Rimsky-Korsakov 
oo ok Act 2 and Dance of the Tumblers, Act 3 


go MACKERRAS 
Anoyeae Orchestra 

*SULLIV AN OVERTURES” 

“Mikado”; ‘““‘The Yeoman of the Guard”’; 

“Tolanthe”’; **Ruddigore”’ 

SCT1513 


SADLER’S WELLS BALLET SILVER JUBILEE 
Royal Opera House Orchestra, Covent Garden 
conducted by ROBERT IRVING ( 
“BALLET SELECTION” 
SCT1514 


“GRAB ME A GONDOLA” 

Vocal Selections from the Lyric Theatre production 
with JOAN HEAL, DENIS QUILLEY, 

aan o_o and Full Company 


HARRY BLECH 
London Mozart Players 
SYMPHONY No. 28 in C major, K.200— 


Mozart 

SDT1753 

MOURA LYMPANY 

The Philharmonia Orchestra conducted by 
Herbert Meng 


es 
CONCERTO No. 1—Rawsthorne 
SDT1754 
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JOE LOSS AND HIS ORCHESTRA t 
“MUSIC FOR DANCING” 7 
SDT1755 t 
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~ THE GRAMOPHONE 
AND THE VOICE 


By DESMOND SHAWE-TAYLOR 


Verdi, Karajan and Toscanini 
CANNOT think of a more difficult choice 
than that which the Verdi enthusiast must 

now make between the two versions of 

Falstaff. Readers will remember that A.R. 

plumped outright for the new Karajan set 

on Columbia, while another contributor to 
this journal (no names !) has assured me of 
his clear preference for the ‘Toscanini 

H.M.V. When I was in Milan not long 

since, I was told that the recent revival of 

Falstaff, produced as well as conducted by 

Herbert von Karajan, had encountered a 

mixed reception from the public of La Scala. 

Since the fine cast was largely the same as 

that of the recording, it is hard for us to 

understand the cause of the hostility. 

Perhaps something about the siage pro- 

duction jarred; no doubt there was 

national jealousy at the annexation of an 
intensely Italian masterpiece by a foreign 
conductor and a foreign soprano; and 
smouldering resentment was irrationally 
fanned into flame by the death of Toscanini. 

Fortunately no such considerations need 

affect the English record-buyer, whose one 

concern is with the purely musical value of 

the records. . 

They are certainly very good. Neither 
trouble nor expense has been spared to 
produce a worthy set, and the smooth, clear 
modern recording gives the new version an 
initial advantage over the Toscanini record- 
ing, which was an ingeniously doctored 
improvement of an originally over-dry 
studio broadcast. Moreover, Karajan has 
set himself an uncommonly high standard 
of precision ; there are pages in the finales 
of the last two acts in which the ensemble 
seems even more accurate and well-balanced 
than in the corresponding passages of the 
Toscanini set ; and I do not think it is only 
the superior recording that produces this 
effect. Where then, if anywhere, does 
Toscanini continue to score over the 
younger conductor ? I would say, in a 
certain robustness and energy of attack ; 
and in an infallible choice of tempo. 


Wherever the two versions differ markedly 
in tempo or in style, Toscanini almost 
always sounds right; his handling carries 
each of the six scenes through in a single 
impulse, whereas Karajan is sometimes 
tempted to dally—for instance, in the love 
music for Fenton and Nannetta, or (more 
obviously) in the scene where Mistress Ford 
recounts the legend of MHerne’s Oak. 
Karajan’s treatment of the bustling semi- 
quaver figure that accompanies Ford’s 
search for Falstaff lacks the proper vigour 
and gusto: it sounds like Mendelssohn, 
whereas if any symphonic composer ought 
to be suggested at this point, it is rather 
Beethoven. In the interview between Ford 
and Falstaff, a sudden unauthorised increase 
of speed at the passage beginning “ Io 
amo e lei non m’ama” (marked by 
Verdi “‘ lo stesso movimento ” and bearing 
the same metronome indication) obscures 
the musical point of the little woodwind 
interjections and their derivation from the 
phrase ‘‘ Si chiama Alice” on the previous 
page. 

In these and many other small points I 
find Toscanini’s performance the more 
authentic. I agree that it is hard to feel 
certain that our feelings are not influenced 
by Toscanini’s legendary association with 
Verdi and by his apostolic status as a Verdi 
interpreter ; but I have tried to discount all 
that. Inanyevent, thedifferences are mainly 
in matters of detail: Karajan’s general 
conception of the wonderful score is highly 
musical and satisfying. He has a notable 
cast: perhaps, on balance, a better one than 
Toscanini’s. Without Toscanini’s galvan- 
ising presence, neither Valdengo nor Nelli 
would probably have held our interest ; 
certainly they are not artists of the calibre 
of Tito Gobbi and Elisabeth Schwarzkopf. 
Both these are delightfully musical and 
humorous, and it would be hard to better 
Gobbi’s quicksilver delivery of “ Quand’ 
ero paggio’. The only serious flaw in his 
performance is that his fine voice has 
nothing in it of grossness: neither tone nor 
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enunciation convey the juicy relish of 
comfortable girth. He does not lick his lips, 
as Stabile did, over such a word as 
*‘saltimbanco’”’ (‘‘ mountebank ’’—the 
contemptuous dismissal of Pistol). He takes 
the third act monologue almost too 
tragically, and I don’t think there should be 
a quiver of superstitious fear in his voice as 
he counts the twelfth stroke of midnight in 
Windsor Forest ; otherwise I have nothing 
but praise for his performance. Elisabeth 
Schwarzkopf gets her tongue cleverly round 
Boito’s text without ever sounding quite like 
a real Italian; nor is the timbre of her 
voice quite what we expect in the role, for 
it lacks edge ; but once we have accepted 
these things, we cannot help revelling in her 
infectious sense of fun and in her fine musical 
taste. She avoids those horrid exaggera- 
tions that are second nature to almost every 
Italian soprano, and she manages the 
technically difficult passages very neatly. 
Strictly speaking, there is no florid music in 
this role ; but once or twice there comes a 
brief, mischievous flourish—a scale running 
up to the high C at ‘* Gaie comari di 
Windsor ”’, an arpeggio leaping up to B as 
she laughs at the ghostly story she has just 
been telling—and Mme Schwarzkopf makes 
the most of these flashes of brilliance. 


Nothing in the whole set is vocally more 
captivating than Rolando Panerai in Ford’s 
narrative to Falstaff, ‘* C’é a Windsor una 
dama’”’; this is a most exquisite piece of 
the smoothest legato singing. The lovers, 
too, Anna Moffo and Luigi Alva, are very 
ingratiating, though to my taste the soprano 
is taken just a little bit too far away from the 
microphone for her long-held high A flat 
(in the “ Bocca baciata”’ passage): it is 
quite right that the sound should seem to 
come from the back of the stage, but at this 
level of volume the note, though most 
beautifully taken and held, fails to make the 
physical impact without which it cannot 
stir our senses. Both these singers are at 
their best in the Windsor Forest scene ; and 
the orchestral accompaniment to Nannetta’s 
Fairy Song is played and recorded with 
ravishing beauty of tone by the Philhar- 
monia Orchestra. Just a fraction more 
artful shaping of the phrases, and Anna 
Moffo’s singing here would be sheer per- 
fection ; as it is, it must yield a little, I feel, 
to that lovely old record of Toti dal Monte. 
The minor parts, especially the Bardolph of 
Renato Ercolani, are excellently taken; the 








only serious disappointment is the Mistress 
Quickly of Fedora Barbieri, who hams her 
music outrageously and is far inferior to 
Cloe Elmo in the Toscanini set. So there 
we are, back at the painful question of which 
set to choose. In fact, I think I should 
choose the Toscanini, because the advan- 
tages of the newer set are mainly technical 
and such gains are soon forgotten in the next 
mechanical advance, whereas Toscanini’s 
unique insight into this score is something 
of perennial value. 

The two H.M.V. records which assemble 
all the minor broadcasts of Verdi’s music by 
Toscanini will also be of permanent 
interest, but in almost every case the 
recording is very poor. As readers know, I 
am no stickler for Hi-Fi where singing is 
concerned ; but the faults of these ancient 
off-the-air recordings are not the negative 
faults of good early-electric or even acoustic 
studio recording, where it is easy to supply 
what is missing: they are the very posttive 
faults which make somewhat painful listen- 
ing. Moreover, my enjoyment of the records 
is affected by the fact that Jan Peerce plays 
so large a part in them. I appreciate the 
thorough musicianship of this tenor and I 
can see why Toscanini liked working with 
him ; but I have to admit that the quality 
of his voice, with its tight, rapid vibrato, 
affords me very little pleasure, either in life 
or on records. His “ Bella figlia dell’ 
amore ”’ is, to my ears, about as seductive 
as an election poster. How I wish that 
Toscanini had more frequently employed 
Jussi Bjérling (he was originally scheduled 
for the Ballo in Maschera broadcast) or 
Richard Tucker! I have not yet heard all 
the Aida set, in which Tucker is the 
Radamés, but I have been played a few 
thrilling extracts, from which it is clear that 
the recording (as one would expect from its 
date, 1949) is on quite another level from 
that of the “miscellaneous” pair of 
records. 

Before I leave the subject of Verdi and 
Toscanini, I must add a note about the 
recording of the Requiem which appeared 
last December. In reviewing the two earlier 
versions of this work (D.G.G. and Columbia) 
in The Record Guide Supplement, 1 added a 
slightly discouraging sentence about the 
Toscanini set, of which I had heard an 
American copy. Now, however, playing the 
English pressings on a better gramophone, 
I should like to withdraw all my reserva- 
tions. This is a glorious performance (of 
that there was never any doubt), and the 
sound should be glorious too—even though 
the episode of the Last Judgment, if played 
at anything like proper volume, may 
provoke a riot in your neighbourhood. It 
would be an exaggeration to call the 
recording as comfortable as that of the 
D.G.G. set; but, for al] the merits of that 
Berlin performance, I now feel that the 
H.M.V. set offers an incomparably grander 
and richer experience. Moreover, Tosca- 
nini’s Italian soloists are altogether superior 
to their German opposites, especially 
Fedora Barbieri, who at that date (1951) 
was singing in a very different style from 
that of her Mistress Quickly. And Tosca- 
nini’s wonderfully judged tempi show up 


The GRAMOPHONE 


the ludicrous dragging of De Sabata in the 
Columbia set. Altogether, this H.M.V. 
issue of the Verdi Reguiem now seems to me 
among the most precious things the gramo- 
phone has given us. 


Song Recitals 

A very large number of LP song recitals 
has come out during the past few months, 
and a few of them have been enjoyable ; 
but how often would one want to repeat 
them in toto? The fact remains that LP is 
not really a happy medium for this kind of 
music. In theory, the provision of dividing 
bands allows one to pick and choose one’s 
programme as one did in the old days of 
78s ; in practice, it is a horribly awkward 
and tricky business to find the right place 
without either damaging the record or 
exasperating one’s listeners by a series of 
bosh shots on the climactic high notes of 
the previous song. Very few pickups allow 
one to keep one’s eyes on the needle point 
as one lowers it, gingerly, on to the turn- 
table. In practice, therefore, a single record 
side tends to become the unit of domestic 
playing ; and it seldom happens. that all 
the songs on a side are equally enjoyable, 
or suit the same singer equally well, or 
(even if these two objections have been met) 
that we shall want to hear them all, and 
exactly in that order, each time we get the 
record out. As though such disadvantages 
were not enough, two recent recital discs 
which derive from public or semi-public 
performances have included bursts of 
applause after each group (Irmgard 
Seefried) or after each song (Kathleen 
Ferrier). I was glad to see that A.P. had 
come down severely on this practice, for 
there can be few more displeasing and 
exasperating sounds than tinned clapping. 
Fortunately the records disfigured by these 
unmusical interruptions are not of first-rate 
importance in other respects. The Ferrier 
record (Decca) will be welcomed by those 
who want every scrap of her singing they 
can get; but the recording, from a 
Norwegian broadcast, is technically very 
poor and has the unfortunate effect of 
cancelling all the singer’s consonants, 
which makes her Wolf singing sound even 
more tentative and uncertain than it was. 
The Seefried disc (D.G.G.) offers a lifelike 


- and very pleasing impression of her voice, 


and she makes a remarkably good job of the 
two Slavonic song cycles (Mussorgsky’s 
Nursery and Bartédk’s Village Scenes) which 
form the main part of the record. But 
nothing can alter the fact that such music, 
more especially the Mussorgsky cycle, 
suffers grievously when divorced from its 
original text. It so happens that, on the 
very day I write this, I have just been 
listening to Madame Oda Slobodskaya in 
a Mussorgsky programme which included 
the Nursery cycle, and once again I ask 
myself how our recording companies can 
have been so foolish as not to record this 
superb artist in music which no one else 
sings one half so well. Of course her voice 
is no longer in its prime ; but this music is 
not very testing from a purely vocal point 
of view, and technically it gives her little 
trouble; while her complete realisation of 
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the child’s world, as imagined by the ger ius 
of Mussorgsky, remains one of the marvels 
of interpretative art in our time. If the big 
companies are not interested, will not some 
smaller concern, such as Argo, earn »ur 
gratitude by perpetuating this unique per- 
formance ? 

Great interest has naturally been aroused 
by the first record to appear in England of 
the Norwegian soprano who has been widely 
hailed as “‘ the new Flagstad ”, Mme Aase 
Nordmo-Lévberg. Her Columbia record 
came out just about the same time as the 
singer herself made her English debut at 
the Festival Hall, singing ‘‘Abscheulicher ! ” 
from Fidelio and the Liebestod from Tristan. 
She sang both these arias with great beauty 
and purity of tone, though without much 
temperament or passion. Her voice is of 
lovely quality, with a bright radiance evenly 

i over two octaves, and with that 
bloom of youth and perfect health on the 
tone which can be compared only to a 
flawless complexion. The record conveys 
much, though not quite all, of the physical 
charm of her tone; I feel sure that, with 
further experience of the recording studio, 
she will produce even happier results. One 
side, recorded in Norway, is devoted to 
Grieg songs; the other, recorded in 
England, to songs by Strauss. In neither 
group does she penetrate deeply into the 
meaning of her songs, and there is at present 
a touch of naivety in her style. Yet simply 
to hear vocalisation so serene and true is in 
itself a very great pleasure. 

Two further recital records by Mme 
Flagstad have appeared from Decca: one 
very good, the other-very bad. The good 
one is devoted wholly to songs by Grieg, 
and shows the great soprano at the top of 
her form, both vocally and interpretatively : 
there are evén subtleties and nuances in 
some of these performances of which— 
much as I admire her—I had not previously 
believed her capable. Five of her songs 
overlap with Mme Lévberg’s choice, and in 
almost every case I think the older singer 
has made more of her opportunity ; more- 
over, Decca have allowed us to appreciate 
all the finer points of Mme Flagstad’s art 
by giving us the full Norwegian text as well 
as a literal translation, whereas Columbia 
give us (for Mme Lévberg’s record) only an 
English précis. When will E.M.I. learn 
wisdom on this elementary point ? Perhaps 
they think it will shock us to discover that 
the opening words of the Grieg song usually 
known as Ich liebe dich are ‘* Min tankes 
tanke’’; and I must confess that, to 
ignorant English ears, there is something 
comical about those fervent words ! 

The Bach and Handel record made by 
Mme Filagstad with the London Philhar- 
monic Orchestra conducted by Sir Adrian 
Boult is an unhappy production. The singer 
has no notion of the proper style required by 
this music and her uneasiness seems to 
have affected her actual vocalisation. The 
accompaniments are in the worst inflated 
nineteenth century style, and it is difficult 
to believe that Sir Adrian can really believe 
in this way of playing Bach and Handel. 
He is the least cynical of men ; but there is 
something disquietingly commercial about 
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OTTO KLEMPERER AND THE PHILHARMONIA ORCHESTRA 
Symphony No.7in A— Beethoven BTAil4 


“FALSTAFF” — Verdi 


with TITO GOBBI, ELISABETH SCHWARZKOPF, NAN MERRIMAN, ANNA MOFFO, 
ROLANDO PANERAI, LUIGI ALVA, etc. 


PHILHARMONIA ORCHESTRA AND CHORUS conducted by HERBERT VON KARAJAN BTALI5-7 


PIERRE FOURNIER 


and the PHILHARMONIA ORCHESTRA conducted by SIR MALCOLM SARGENT 
Concertoin A minor— Schumann BTA118 


GEORGE WELDON AND THE PHILHARMONIA ORCHESTRA 
Music by Ponchielli, Nicolai and Sibelius pTcs05 


HENRY KRIPS AND THE PHILHARMONIA ORCHESTRA 
‘*Waltzing with Waldteufel,’*» NO.2 stTp707 


CHARLES MACKERRAS AND THE LONDON SYMPHONY ORCHESTRA 
** Music of Eric Coates,’* NO.2 srp70e 


REGIMENTAL BAND OF THE COLDSTREAM GUARDS 
(Director of Music: Major Douglas Pope, a.n.0.M. p.8.m.) 
Aselection of Marches BTpD709 


THE BIG BEN BANJO BAND 
‘** Happy Banjos ’*— A selection including 
Swanee, Peg 0’ my heart, Goodbye Blues. srTp710 





| High Fidelity Tape Records 


HERBERT VON KARAJAN AND THE PHILHARMONIA ORCHESTRA 
Symphony'‘No.4inE minor—Brahms catT2a5 





* DIE FLEDERMAUS °'— Johann Strauss 2nd 
with ELISABETH SCHWARZKOPF, ERICH KUNZ, RITA STREICH, NICOLAI GEDDA, eto. 
PHILHARMONIA ORCHESTRA AND CHORUS conducted by HERBERT VON KARAJAN CAT296-7 


MICHAEL RABIN 
and the PHILHARMONIA ORCHESTRA conducted by LOVRO VON MATACIC 
Concerto No. 1in D— Paganini; Concerto in A minor—Glazounov Carass 


NAN MERRIMAN and GERALD MOORE 
A French Song Recital 
Songs by Bachelet, Fauré, Chausson, Duparc, Bizet and Debussy CAT230 


IGOR MARKEVITCH AND THE PHILHARMONIA ORCHESTRA 
Homage to Diaghilev, No.2 cBTs58 


VERDI OPERA CHORUSES 
Choruses from “Ti Trovatore "’, “‘ Otello", ** Aida’’, 
‘“*Nabucco ”’, “‘I Lombardi ”, *“‘ Ernani’’, and *‘ La Traviata ** 
CHORUS AND ORCHESTRA OF LA SCALA, MILAN conducted by TULLIO SERAFIN OBTS5O 


DANCING TO VICTOR SILVESTER, No. 4 
Aselection of Quicksteps, Rumbas, Waltzes, Slow Foxtrots, 
Sambas, Tangosand Mambos cCDT#l 


EDDIE CALVERT 
‘“‘ Yesterdays ’’—a selection which includes 
As time goes by; Imagination, Poor Butterfly cpTees 


RAY MARTIN AND HIS ORCHESTRA 

‘* High Barbaree "’ with the BILL SHEPHERD CHORUS and JOHNNY WEBB 
A selection of Sea Shanties including 
Shenandoah, Rolling Home, According to the Act cDTs3 


* For full details of these July releases and other eartier issues, please 
contact your record dealer, or write to Cotumbia Graphophone Co. Lid., 
Record Division, 8-11 Great Castle Street, London, W.1. 
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nr There’s something special 
about this record... 


Just an ordinary record to look at; very much like 
any other record you might say. Quite right, of course, 
in appearance it is exactly like any other. What makes 
it particularly special is where it came from—from 
E.M.G., London’s very Special Gramophone Shop. 


You see, E.M.G. do not sell just any record; they sell 
only records of serious music. Furthermore, on the 
average, for every ten records of serious music published 
only one is recommended. by them as being up to the 
required standard musically and technically. 


You can see what we are getting at—only by such 
stringent specialization is it possible to ensure that we 





always have sufficient stocks of the right records. This 


means that the record buyer of serious music will hardly 
ever be disappointed when he comes to us, in obtaining 
the record immediately or with the quality of the record 
we recommend. Quite a point, we think, with long- 
playing records the price they are. | 


Of course not everyone can call in at 6 Newman Street 


and that is why we.publish each month The Monthly 
Letter, our own independent review of current records— 
a guide to everyone but especially to those who would 
like to order with confidence through the post. You 
see, we think of everything, and why shouldn’t we—it is 
our job and we can claim to be experts in it. 
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this record, as though everyone concerned 
had said, “‘ Give it to them good and loud, 
never mind about style, and they’ll lap it 
—up!”. Well, perhaps they will. But what 
a contrast there is between this record and 
that other coupling of Bach and Handel 
arias made some years ago by the same con- 
ductor and orchestra with Kathleen Ferrier. 
That record and her Mahker recordings 
offer the best memorial to Miss Ferrier’s art. 

Together with Mme Filagstad’s Grieg, 
there are two other LP recitals which I can 
confidently recommend. They are both by 
Gérard Souzay. One is the 10-inch 
remake (Decca LX3154) of a Schubert 
recital, about which I find myself in 
agreement with every word of A.P.’s praise. 
On the other hand, I enjoyed the other 
record (LXT5216) coupling Schumann’s 
Liederkrets cycle, Op. 24, with a good Wolf 
selection, a shade more than A.P. seems to 
have done. I agree that the Schumann 
songs are mostly not among his best ; but I 
thought the Wolf group both well chosen 
and admirably performed, especially that 
brooding, poetical masterpiece, Um Mitter- 
nacht, of which no other version is now 
available. Souzay is a thorough artist: he 
really interprets his songs, words as well as 
music, and presents them to us as though he 
loved them. 

I cannot conscientiously say the same of 
Mme Renata Tebaldi, who has produced a 
rather curious recital disc for Decca. It is 
curious, partly because the singer is accom- 
panied by an Italian pianist who plays in a 
lackadaisical manner and who is so 
distantly recorded that the result sometimes 
suggests a cottage upright ; partly because 
of the lack of real artistic grip in her per- 
formances. Warm and alluring as her tone 
can be, Mme Tebaldi is both vocally and 
axtistically inconsistent. Her first song is so 
clumsily sung that one is tempted to 
abandon the record unheard; and the 
Scarlatti Violette is not much better. After 
that, things improve, The pathetic aria 
from Handel’s Fulius Caesar is feelingly sung, 
but surely the tempo is much too slow ? 
We find our thoughts wandering long 
before the leisurely da capo is over. There 
used to be an excellent Parlophone record 
of this aria by Helene Cals, taken at a far 
more natural tempo. The next aria, 
Sarti’s ** Lungi dal caro bene ”’, is, as A.R. 
implies, the gem of the record ; and Tebaldi 
sings it exquisitely—though once again at a 
decidedly slow tempo. It.may be that I am 
influenced by the fact that I have so often 
heard John McCormack sing this lovely 
piece at a far livelier tempo during the first 
group of his recitals ; indeed it was such a 
favourite of his that I cannot imagine why 
he never recorded it. He was certainly 
inclined to take things on the fast side ; and 
it would be stupid. to suggest that there is 
just one tempo, and no other, at which every 
singer should take a given song. Sa_I shall 
try hard to adjust myself to Mme Tebaldi’s 
funereal speed ; and yet I feel in my bones 
that it is wrong. The Bellini and Verdi 
songs are nicely done ; and the Martucci 
songs, though musically not very dis- 
tinguished, suit the singer well. It is in 
many ways an interesting recital, but it is 
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far from being an unqualified artistic success. 


Two Extended Plays 

There is a welcome tendency to use both 
EP and MP for songs, thus avoiding some 
of the drawbacks of the full LP recital. I 
was particularly interested by two EP 
reissue records: Philips ABE10015, con- 
taining Mozart arias by Pinza ; and D.G.G. 
EPL30166, containing Wagner arias by Leo 
Slezak. Of both these, and especially of 
the latter, I took a much more favourable 
view than P.H.-W. The Pinza record 
(which arrived just as we learned the 
melancholy news of his death) derives from 
a set of 78s made a goodish time ago, 
though never previously available here, and 
the voice doesn’t strike me as elderly: I 
admire his brilliant delivery of Leporello’s 
aria, and find the two Figaro songs not far 
behind—though what is too far behind is 
the placing of Bruno Walter’s excellent 
orchestra. 

Slezak, of course, was getting on when 
these early electric Wagner records from 
Lo in and Die Meistersinger were made ; 
that 1s to say, he must have been in his 
fifties, which is a good deal for a heroic 
tenor. His age shows mainly in his shortness 
of breath, and there is certainly strain in 
some of the high notes. On the other hand, 
the tone is basically pure and clear—the 
true tenor timbre that we so rarely hear in 
this music ; and surely we should recognise 
the affectionate art of the phrasing, and 
especially the exemplary beauty of the 
enunciation. When have we heard the 
opening lines of the hackneyed Preislied 
delivered in so loving and wondering a way ? 
But a word of warning is necessary. D.G.G. 
have unfortunately transferred the record 
so that all four arias come out very nearly 
a semitone flat; and this has a damping 
and lugubrious effect on the tone of both 
voice and orchestra—in fact, it may well 
account for Mr. Hope-Wallace’s dis- 
appointment. Unless, therefore, your 
gramophone has an effective speed adjuster, 
this record is best avoided in its present 
form. But Heliodor are aware of the speed 
error, and I hope that they will soon reissue 
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the record correctly pitched ; in which case 
it will make, in my opinion, a worthy start 
to a series from which much may be 
expected. For a future choice, what about 
the wonderful Schubert recordings of Lula 
Mysz-Gmeiner : say, an EP coupling of Die 
junge Nonne with Der Zwerg? But let us get 
the pitches right. Some of those early electric 
Polydors were nearer 80 than 78. 


John McCormack 

Mention of John McCormack just now 
reminds me that a valuable complete 
McCormack discography, by Leonard F. X. 
McDermott Roe, has been published by 
Charles Jackson, 50 Charing Cross Road, 
London, W.C.2, at 21s. Mr. Roe prefaces 
his discography with a rather gushing 
account of the great tenor’s career and 
character, but makes amends by a very full 
alphabetical and chronological catalogue 
of the hundreds of McCormack recordings, 
together with a convenient numerical list of 
both the English and the American double- 
sided issues, and a useful list of unpublished 
material, of which a good deal is known to 
be still in existence. It is a pity that he did 
not include matrix numbers for his Victor 
and H.M.V. listings; and his Odeon 
listings are rather less systematic than those 
of Messrs. Philip Roden and Robert 
Webster in a recent issue (January 1957) 
of the Ipswich Record Collector. It is almost 
impossible to prevent printers from making 
slips in books of this kind ; and I know that 
Mr. Roe has found several which he hopes 
to correct in the more elaborate library 
edition which is to follow. There are some 
interesting illustrations, including two of 
McCormack as a roistering Duke in the 
last act of Rigoletto, which are quaintly 
captioned as Don Ottavio ; this, too, must 
be altered in the library edition. But, even 
as it stands, the discography will prove of 
riveting interest to all who love 
McCormack’s records. By the way, the 
R.C.A./E.M.I. split makes it advisable for 
those who want to secure the pick of the 
recent Irish reissues to act quickly, for 
recordings of American origin will presum- 
ably soon be withdrawn. 





LETTER: FROM AMERICA 


By HAROLD C. SCHONBERG. 


EFORE LP it was a very rare event when 

a “live” recital. or symphony concert 
was placed on discs. One remembers the 
Bruno Walter performance of Mahler’s 
Ninth as an exception that proved the rule. 
But since 1948 the process has become 
relatively common. There -has. become 
available to the collector the Rosita Renard 
piano recital, Lotte -Lehmann’s farewell 
concert, a Backhaus recital, and other 
recitals by Miklos Schwalb, Vladimir 
Horowitz, Paul Badura-Skoda and many of 
the concerts that emanated from Prades 
and Perpignan, featuring Pablo Casals. 

The present month sees two more. One is 


the Lipatti recital at Besancon. Lipatti never 
came to America; he had made arrange 

ments for a tour, but his final illness inter- 
vened. His recordings, of course, had made 
his art well known, and his death was 
almost as much of a shock here as it was in 
Europe. The present two-disc Angel set 
reinforces his reputation: it contains the 
playing of a patrician artist. This album 
was greeted here with much favourable 
critical comment and, in some cases, actual 
grief—a grief which this writer can under- 
stand. It is monstrous when a potential 
pianistic genius is removed before his time, 


and one can but sullenly feel that the dice. 
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of the universe roll in a haphazard fashion. 

The other “live” recital comes from 
Victor and features Vladimir Horowitz. 
Except for two short Scriabin Preludes, 
everything on this disc was recorded at an 
actual recital in 1952 (if memory serves ; 
the liner notes give no information on the 
date). Horowitz, who has been away from 
the concert platform for four years (it is 
rumoured that he will return to action this 
fall), plays Schumann’s Variations on a 
Theme by Clara Wieck (one of the move- 
ments of the F minor Sonata), Chopin’s 
Mazurka in B flat minor and Polonaise- 
Fantasy, Moszkowski’s Etincelles, Brahms’s 
Intermezzo in B flat minor, Haydn’s Sonata 
in E flat, Scarlatti’s Sonata in E and his 
own arrangement of Sousa’s Stars and Stripes 
Forever. The world’s most redoubtable 
technician is at work here: but it is easy 
to overestimate Horowitz’s technique and 
underestimate his ability to maintain a 
singing line. You may not like his style, 
but he is a stylist nevertheless. The crisp, 
rhythmic performance of the Haydn E 
flat Sonata is fascinating, and the long 
phrases of the Polonaise-Fantasy unfold in 
a brilliant manner. When it comes to the 
wild arrangement of The Stars and Stripes we 
are in the presence of a kind of delirious 
virtuosity that may be unique in the annals 
of piano playing. 

Columbia has done something unusual 
in turning over almost an entire month to a 
single artist—the pianist Rudolf Serkin. 
Five Serkin discs were simultaneously 
released: (1) Mozart’s Piano Concertos 
No. 21 and 27, with the Columbia Sym- 
phony under Alexander Schneider; (2) 
Mozart’s Piano Concertos Nos. 17 and 25, 
with the same orchestra under George 
Szell; (3) the Schumann Piano Concerto 
and Strauss’ Burlesque, with Ormandy and 
the Philadelphia Orchestra; (4) Beethoven’s 
Moonlight, Pathétique and Appassionata 
Sonatas; and (5) Schubert’s Moments 
musicaux and the unfinished C major Sonata. 
All of this is typical Serkin repertoire, 
though the blazing, extroverted abandon 
this fine pianist brings to the Burlesque may 
surprise many listeners. Another surprise is 
the first movement of the B flat Concerto 
(No. 27), which contains eight measures of 
exposition not found in the printed score. 
Serkin maintains he came across those eight 
measures in the original manuscript, and 
he has inserted them into his performance. 

Then (while on the subject of pianists) 
there is, from M.G.M., an unusual offering 
played by Sondra Bianca, who turns to the 
Piano Concerto No. 1 by John Field, and 
also plays eight of his Nocturnes. She is 
accompanied in the concerto by the Phil- 
harmonia Orchestra of Hamburg conducted 
by J. Randolph Jones. The concerto was 
probably composed in the late 1820’s and 
its figurations are decidedly Chopinesque. 
Antiquarians will love the work ; but let’s 
not forget that the piano music of Hummel 
abounds in similar anticipations of Chopin. 
And while Field in many respects prefigured 
the great Pole, his music is nowhere in the 
same class. 

London this month has come out with 
an enormous release, all vocal, and about 
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all of it previously released in England. 
There are three full-length operas—Rossini’s 
Barber, with Simionato as Rosina ; Rimsky- 
Korsakov’s The Snow Maiden and 
Tchaikovsky’s Pigue Dame, both from the 
Belgrade Opera. The Rimsky work, 
previously unknown to this listener, was an 
enchanting discovery. Among the London 
single discs is a recital by the much-touted 
Anita Cerquetti, who sings standard soprano 
arias with orchestra “‘O Patria via’”’, 
“Vissi d’arte”’, “ Pace, pace”’ and the like. 
She has a big, fresh voice and is capable of 
some bravura singing, though her slow, 
careful g of the Bolero from The 
Sicilian Vespers ill compares with some of the 
great performances on records. Tebaldi has 
a couple of discs, in which she is heard in 
excerpts taken from some of her complete 
opera recordings. Simionato sings French 
and German arias (what’s this bad wobble 
in “‘ Printemps qui commence ”’ ?—nothing 


permanent, I hope), Corena offers bass. 


arias, Flagstad sings Grieg, Bach and 
Handel, and Gueden has a disc devoted to 
Strauss songs. (Gueden is intelligent, as 
always, but vocally she is becoming a little 
shrill. The younger Della Casa, in a lieder 
recital and another disc devoted to Mozart 
and five arias from Handel’s Julius Caesar, 
sung in German, presents some pretty, 
innocent-sounding singing. 

Westminster has two Russian operas— 
Tchaikovsky’s The Sorceress, with soloists of 
the Bolshoi under Samuel Samosud (four 
discs) and Armen Tigranian’s David-Beg, 
sung in Armenian by the Armenian State 
Opera under Mikhail Tavrizian (two 
discs). The Tchaikovsky opera seems to 
have some fine things in it. I say “‘seems’’, 
because the singing is almost uniformly bad. 
If this is a typical Bolshoi cast they’d better 
start a new Five-Year Plan for singers, or 
lift the Curtain and import some singers 
from the West who can stay on pitch and 
get out a tone without strangling. The 
Tigranian opera, which I understand is 
very popular in the Soviet Union, dates 
from 1950 and is a nationalistic work with 
a good deal of near-East cantillation. Some 
of the music sounds very Hebraic. Basically, 
however, the score is as traditional as the 
path of an hour-hand on a clock. The 
singing is somewhat better than that en- 
countered in the Tchaikovsky opera, though 
that is not saying much. 

Decca’s opera-of-the-month is Gluck’s 
Orpheus and Eurydice, the role of Orpheus 
sung by a baritone, Dietrich Fischer- 
Dieskau. As in the recent album of the 
Paris version with Léopold Simoneau, this 
takes some getting used to. Fischer-Dieskau, 
a fine artist with a rather dry voice, has 
some trouble with the coloratura, but 
otherwise sounds convincing enough. Maria 
Stader and Rita Streich complete the cast, 
and Ferenc Fricsay leads the Berlin Radio 
Symphony Orchestra (two discs). A 
pleasant disc from Epic should be men- 
tioned ; it contains excerpts from Offen- 
bach’s La Vie Parisienne, with a French cast 
and an orchestra under the direction of 
Marcel Cariven. The style of the singers is 
appropriately frothy, and the music is 
adorable. 
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Neither an opera nor a ballet but a 
combination of everything is Gian-Cai!lo 
Menotti’s The Unicorn, The Gorgon and Tire 
Manticore, released by Angel in a version 
conducted by Thomas Schippers. This is 
one of Menotti’s most recent works. He 
calls it a “‘madrigal fable”, and he 
designed it as a ballet for chorus, ten dancers 
and an ensemble of nine instruments. It is 
a fairy tale with a moral, and concerns a 
poet and his three mythological characters 
(of course you all known what a manticore 
is). Like most of Menotti’s music, it is 
sophisticated and occasionally amusing. 
Musically it is pretty thin, with rather 
contrived melodies and some queer-sounding 
prosody. (This is a minority opinion ; the 
work was ecstatically received by the Press 
at its premiére.) England will probably 
see the work on the next visit of the New 
York City Ballet Company. 

About five or six violinists have already 
taken care of unaccompanied Bach. Latest 
to join the crowd is Nathan Milstein, with 
three Capitol discs of the Partitas and 
Sonatas. This is an example of sober 
playing with incredible technical and tonal 
command. Some listeners, used to the 
romantic approach, may find the interpreta- 
tion cold. As it, however, exactly coincides 
with my ideas of how the music should go, 
I consider it the best available version. 
Milstein is one violinist who is metrically 
accurate. He does not hang on to notes, 
adding an extra value at the beginning of 
each phrase. He is crisp and objective, yet 
anything but routine. Such fastidious 
playing could come only from an extra- 
ordinary musician. 

The Decca Archives apparently are 
inexhaustible. Now come eight discs 
devoted to Bach: all the English Suites, with 
Kirkpatrick (three discs), and five discs 
of cantatas with the Berlin Philharmonic 
under Fritz Lehmann. Among the fine 
singers are Gunthild Weber, Lore Fischer, 
Helmut Krebs, Hermann Schey, Elisabeth 
Hoengen, Walther Ludwig and Fischer- 
Dieskau. The performances sound excel- 
lent: they obviously have been well 
prepared, and the Berlin Motettenchor is a 
fine group. But some of the music is just 
plain dull, Bach or no. Not even he could 
turn out cantatas week after week without 
resorting to formula. 

Space runs short, and I have not men- 
tioned any orchestral releases. One, how- 
ever, should interest British readers: a 
disc of Elgar’s Second Symphony, with 
Sir Adrian Boult and the Philharmonic 
Promenade Orchestra (Angel). As I write 
these lines, June 2nd, the hundredth 
anniversary of Elgar’s birth, approaches. 


_ Elgar has never made much of an impression 


in America, and only his Enigma Variations 
turn up with any frequency. It is doubtful 
whether the Second Symphony _ will 
persuade many Americans to think differ- 
ently: and yet it is a noble work, with 
the unmistakable Elgar touch in melody 
and in orchestration. Is it our fault ? 
Or was Elgar too much a symbol of 
Edwardian England to mean much to 4 
people unfamiliar with the tradition he 
represents ? 
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A world cruise in melody 









Cruise the world in music. Drift away to far off places in 
song, Symphony or sentimental ballad. Take the next dream- 
. boat to Venice, Valencia, Sorrento, Athens or Rio in the records 
of your choice. Keith Prowse have an amazing selection—never 
less than 250,000 in stock. Visit the world’s most up-to-date Record 
Salon at 90 New Bond Street (or Branches). Complete list of ‘new 
issues’ post free upon request. 


All L.P. and 45 r.p.m. records packing and postage free (in the U.K.) 











90 NEW BOND ST., LONDON, W.I Tel: HYD 6000 (60 LINES) 
BRANCHES THROUGHOUT LONDON 


ALFRED HAYS LTD., 159 NEW BOND ST., W.! Tel: HYD 4040 


CURRENT ISSUE OF ‘GRAMOPHONE’ CAN BE OBTAINED FROM KEITH PROWSE 
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A ‘must’ for owners of 
Tape Recorders — 


the. NEW WEARITE 





— a simple, easily operated trouble-free device 
for depolarising the heads of tape recorders 


and players 


* It ensures the maximum signal/noise ratio from amy tape recorder. 


* Protects valuable recorded tapes from cumulative background noise and the 


gradual attenuation of the higher frequencies. 


* Is extremely simple to use without removing head screening cans. 


* Permits selective tape erasure during editing. 





131 SLOANE STREET 


Price £2- i 0-0 
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_ = must often wish, when buying records, that you could look 
through the shelves yourself—to browse to your heart’s content, to 
find what you are looking for, perhaps to discover a record you 
diin’t know about. Now with the Polyfoto self-service system the 
records you want—from Basie to Bach, from Donegan to Dohnanyi 
—are set out for you to look through and play yourself, without 
waiting for attention. Get added enjoyment from record-buying— 
shop the Polyfoto self-service way | We stock all leading makes. 
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A WEDDING HAS BEEN ARRANGED , } 
When high fidelity gets into your system —and your home — it sometimes sprouts in odd places. 
From a bookshelf a pre-amplifier peers, a power amplifier ousts the telephone directories. A loud- 
speaker enclosure stands cheek by jowl with the sideboard. Trailing wires menace wife and limb. 


Can this be your life? 


AUDIO-PLAN is a new and better way of listening to and living with high fidelity ...a perfect LL 
marriage of the best in audio equipment with a planned and graceful housing. Ingeniously 
versatile, reasonably priced, AUDIO-PLAN is based on matched units for speaker, amplifier/ 
control/FM combination plus motor unit and storage, in Teak and Sapele Mahogany veneers. 











Arrange them as you will. Equip them to your choice. Their matchless design and faultless work- | | 
manship form a background to good listening which will increase your enjoyment immeasurably. | | 


We'll be happy to send you details — but Audio-plan must be seen and 
heard. Write for name and address of your nearest Hi-Fi dealer stocking 
Audio-plan, or call any time between 10.30 a.m. and 5.30 p.m. We're open 
until 7 p.m. on Thursday. Sunday and Monday we rest. 
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For a thrilling musical experience, hear the glorious FULL DIMENSIONAL SOUND of Capitol’s brilliant “A STUDY IN HIGH FIDELITY"-—SAL 9020 


NOW, THE ULTIMATE IN HIGH FIDELITY RECORDING — 


E"u11 Dimensional Sound 


FOR MUSIC CONNOISSEURS! RECORD COLLECTORS! 
HIGH FIDELITY ENTHUSIASTS! 


Capitol present the most important advance in 75 years of 
gramophone history: FULL DIMENSIONAL SOUND...the 
ultimate realisation of an ideal in disc recording. 

Now, for the first time, recorded music can be made to re- 
produce the full range, depth and balance of the performance 
in all its glorious realism. Through FULL DIMENSIONAL 
SOUND, instruments and choirs of instruments are now being 
recorded in their proper perspective and tonal balance, true to 
the composer’s intent and the performer’s interpretation. 
That, in fact, is what you hear when you play any FULL 
DIMENSIONAL SOUND record. 


NOW, for the finest definitive study in FULL DIMENSIONAL SOUND, 
hear Capitol’s “A STUDY IN HIGH FIDELITY” 


‘*‘A STUDY IN HIGH FIDELITY ’”’ is a musical record, because music 
is the ultimate test of high fidelity. Its 14 selections are drawn from 
the widest variety of musical sources, classical and popular, and 
include a multitude of instrumental sounds. They make clear the 
true nature of high fidelity. ‘A STUDY IN HIGH FIDELITY ”’ has 
been‘carefully prepared for maximum effectiveness in demonstration 
—regardless of the play-back equipment you own—yet it is enter- 
taining throughout, thus proving the great value of high fidelity to 
music lovers of every taste. Complete with presentation box and 24 
page brochure by Charles Fowler, Editor of the American ‘‘ High 
Fidelity ’’ magazine; £2.10. 2dinc. P.T. 


Capitol Classics 


in Full 


Dimensional Sound 


Tete Ceres 


A complete list of Capitol FDS 
records may be obtained from your 
record dealer, or by writing to CLASSICS 


CAPITOL RECORDS, 8-11 Great Castie Street, London, W.1 
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BRITTEN 
Prince of the Pagodas—Ballet.................. 52 
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ORCHESTRAL 


BACH. Violin Concerto No. 
E major, BWV1042. 

BEETHOVEN. Romances for Violin 
and Orchestra : No. | in G major, 
Op. 40; No. 2 in F major, Op. 50. 
Igor Oistrakh (violin), Gewandhaus 
Orchestra, Leipzig, conducted by 
Franz Konwitschny. D.G.G. 
DGM18328 (12 in., 41s. 9d.). 


Violin Concerto : 
Goldberg, Philh., Susskind (11/53) PMA1007 
Wallenstein 
(6/55) BLP1070 
(3/56) PL9150 


Heifetz, Los A. P.O., 
Barchet, V.P.M., Davisson 

Varga, Berlin P.O., Lehmann (5/58 APM14050 
Grumiaux, Guller Chmbr. (6/56) NBR6032 
Kogan, Philh., Ackermann (9/56) 383CX1373 

D. Oistrakh, Philadelphia, Ormandy 
(11/56) ABL3138 
Merckel, Munich P.A., Redel (1/57) DTL93067 
D.G.G. issued these performances of the 
Beethoven Romances last March on a 7 in. 
disc costing 16s. 84d. Heifetz and Grumiaux 
are available in the Bach E major on one 
side of a 10 in. disc. Thus this new record 
is poor value ; these days one can reason- 
ably expect this amount of music on a 10 in. 
disc, at the correspondingly cheaper price. 
In the Bach E major Concerto, Igor 
Oistrakh’s performance is similar in style to 
his father’s and he is better served as regards 
balance and quality, and accompanied with 
more precision. I thought at first that no 
harpsichordist had been engaged for the 
occasion, but keen listeners will detect faint 
tinklings here and there during the slow 
movement. Nevertheless the strings still 
secm to be playing from the usual set of parts 
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TREVOR HARVEY 
JEREMY NOBLE . 
LIONEL SALTER . 





FIRST REVIEWS 


PHILIP HOPE-WALLACE 
ANDREW PORTER 
DENIS STEVENS 


filled out with unauthentic notes at those 
moments when Bach provided only a figured 
bass ; there is of course no point in these 
additional notes when a harpsichord is 
available. Though not a noticeably scholarly 
performance, this is a good one ; Ojistrakh 
has the music completely under control and 
plays with beautiful tone. Grumiaux is 
more authentic, though recorded rather 
resonantly for my taste. 

Either the Beethoven Romances are a bit 
of a bore or these are worthy but rather dull 
performances ; probably a bit of both. 

R.F. 


BARTOK. Miusic for Strings, Per- 
cussion and Celesta. Divertimento 
for String Orchestra. Phil- 
harmonic Promenade Orchestra 
conducted by Sir Adrian Boult. 
Nixa NCLI6011 (12 in., 39s. 74d.). 


Music for Strings, etc.: 


.O., Solti (8/55) LXT5059 
Los A. Chamber, Byrns (1 Hest CTL7094 
Chicago S.O., Kubelik 


(11/53) BLP1032 
Concertgebouw, Beinum (4/57) ABL3163 
Pro Musica, Stuttgart, Reinhardt 

(5/57) PL9600 


Berlin RIAS, Fricsay (3/55) DGM18153 

Zurich Chamber, Stoutz (10/55) LXT5081 
Before the war, Sir Adrian Boult was just 
about our only reliable conductor of modern 
scores such as Bartok’s. ‘Today he no longer 
stands alone, but he is as reliable as ever, 
and I found his performance of the two 
magnificent works on this disc deeply 
satisfying. In the Music for Strings, 
Percussion and Celesta (what a pity this 
work has such a lengthy and indeed mis- 
leading title) his most serious rival is the 
van Beinum recording reviewed last April. 
The second movement in that version makes 
a more vivid impact than in Boult’s, with the 
strings showing greater unanimity and bite; 
but a little mathematics shows that much 
of this vividness is due to the conductor 
taking most of the movement a good deal 
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faster than Barték has marked it; Boult’s 


less exciting tempi are in fact the right ones. 
In the third movement I found Boult 
altogether admirable ; the impressionistic 
accompaniments are far better managed on 
the new disc, with unhurried glissandi on 
the violins, a harp that you can hear (at 
any rate most of the time) and a piano that 
sounds rich and full and yet merges into the 
background when it should. The last move- 
ment, too, is splendidly played, and I am 
inclined to prefer this musicianly, well- 
balanced performance to van Beinum’s 
more exhibitionist one. 

In the Divertimento for strings, Fricsay’s 
version on D.G.G. is somewhat more 
polished, the ensemble more meticulous 
and the soloists less fallible as regards 
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intonation (noticeably in the finale), but 
again I felt that Boult’s slow movement was 
more musicianly and more satisfying. 

The quality on this record is excellent, 
and so is the balance. In fact it is a very 
good record in every way. ° 


BAX. Garden of Fand. 
BUTTERWORTH. AS hire Lad 
—Orchestral Rhapsody. Hallé 
Orchestra conducted by Sir John 
Barbirolli. Pye CCT31000 (10 in., 
29s. 64d.). 
A “7. ~ Lad: 
L 


(4/55) LXT6015 or (8/55) LW5175 

How thoughtless some of our composers 
have been over the foreign market. Bax 
prefaces his score with two long paragraphs 
of involved goings-on of Irish legend and, 
after we have sorted out the plot in para 
one, begins para two with “ This tone- 
poem has no special relation to the events 
of the above legend’! He then proceeds 
to detail the programme of his music. All 
this must be a strong deterrent to the foreign 
conductor—even more when he sees that 
he will have to keep stopping at rehearsal 
to explain the meaning of such idiotically 
bilingual directions as “‘ singing but tran- 
quillo”” and “always pianissimo and 
expressionless”’, not to mention such 
imaginative phrases as “ full and stream- 
ing”. It wastes an awful amount of precious 
rehearsal time. 

All this isn’t quite off the point, for it 
throws light for those who do not know their 
Bax on his music—colourful and extrava- 
gant. This is indeed a colourful and 
extravagant score, rich in sound, yet with 
nothing like the orchestral mastery of a 
Strauss or Elgar. There is a lack of clear 
detail, and merely an over-all effect of 
romantic colour and atmosphere. Which is 
why many people cannot “ take ”’ Bax. 

Fand was the daughter of the lord of the 
ocean and the Garden of Fand is the sea. Bax 
sets out to picture the enchanted Atlantic, 
with a small ship adventuring on it. The 
voyagers are tossed on to Fand’s island and 
are caught up in its unhuman revelry. The 
sea rises and drowns the mortals. 

That is the story and Sir John Barbirolli, 
helped by a very clear and good recording, 
gives a vivid impression of the score and 
manages to get a great amount of detail 
through. They might, though, have re- 
recorded the first solo violin phrase, for it 
comes out as a very odd squeak, but that 
apart, all is well. 

The Shropshire Lad rhapsody is beautifully 
done and, one thinks after hearing the Bax, 
what a haunting (and much better) piece 
of music it is. The difference between this 
performance and Boult’s is only that of the 
two conductors’ temperaments and I find 
both admirable. Decca give the strings a 
warmer sound, an asset in this piece, and the 
slight fieriness of the Pye sound does want a 
bit of controlling. The Decca would 
probably be a better choice for a small 
gramophone. But choice will mostly 
depend on couplings. The reverse of the 
Decca record has Holst’s Perfect Fool ballet 
on it. T.H. 
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BEETHOVEN. Coriolan Overture, Cp. 
62. Leonore Overture No. 2, Op. 
72a. Egmont Overture, Op. 34, 
Hague Philharmonic Orchestra 
conducted by Willem van Otterlwo. 
Philips SBR6219 (10 in., 25s. 44d.). 


Good performances and just the thin, if 
you want these three overtures convenieiitly 
gathered together—note that it is Leonora 
No. 2, not 3. The only weakness is in string 
quality and sometimes weight. Some soft 
passages lack the warmth that the Phil- 
harmonia strings, say, would give them and 
in the ultimate climax of Egmont there is a 
lack of sheer string weight, though as this is 
not at all noticeable in Leonora it probably 
means that they were not always recorded 
to the best advantage. But there is attack 
and vitality in all the playing and Otterloo 
directs with a sure hand for Beethoven. 

The recording has only two slight defects 
to mar its quality, neither of them enough 
to prevent recommendation of the disc, 
though I must in duty bound report them. 
Both are on the Leonora side: a faint pre- 
echo here and there, very faint indeed, and 
a curious alteration of background sound a 
short way in. (This last sounds rather the 
same as when you suddenly alter the filter 
control on your machine.) None of this 
should prevent your enjoyment of a well- 
made disc. T.H. 


BEETHOVEN. Symphony No. 3 in 
E flat major, Op. 55, “ Eroica”. 
Chicago Symphony Orchestra con- 
ducted by Fritz Reiner. R.C.A. 
RB16001 (12 in., 39s. 74d.). 

N.B.C. S.0., Toscanini (10/52) ALP1008 


Philh., Karajan (7/53) 38CX1046 
V.P. O., Furtwaengler (9/53) ALP1060 
V.P. M., Horenstein ores ees 
Vv. erchen (eee P5216 
Berlin ’P.O., Kem — (12/54) ABL3013 
N.Y. Stadium S. Bernstein (1/55) AXTL1065 
Philh., Klemperer (7/56) 38CX1346 
Concertgebouw, KI 


(4/51) | TXT2546 or (11/56) LXT5215 
This is a fine and powerful performance, 
played with superlative orchestral skill and 
given a recording that must be quite the 
best of all Eroica recordings. I listened to 
much of it with excitement and to all of it in 
admiration of the playing. And yet... 
when I returned to Klemperer I was moved 
in a way that Reiner never moved me. 
Reiner takes a fast speed for the first 
movement and sends it through with 
tremendous drive and power. Sometimes 
he loses strength a very little through 
pressing on, at the start of the recapitula- 
tion, for instance. And a fast speed for this 
movement, for all its advantages, has one 
obvious disadvantage, that when you come 
to the passages that do want easing, the 


- disparity of speeds becomes over-emphasised. 


Klemperer’s far slower speed for the whole 
movement enables him to accommodate 
these passages more comfortably. (I refer 
to bars 83 to 99, the same place in the 
recapitulation, and also to the start of the 
development section.) 

But where Reiner’s liking for fast speeds 
becomes ludicrous, if I may put it bluntly, is 
in the Scherzo. The first movement speed 
may be justified by the sheer brio it generates 
(which is Beethoven’s direction), but the 
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nil. ° 
nd 10 inch LP Records 
In July 1955 ‘Harlequin’ said of the first George 


Ss ° 
S i (Made in France) Feyer releases : ‘There are ideas in plenty, and 
bly above all there is style, the hall mark of any artist. 
led A brilliant debut for the artist and the company. 
ack we r Bravo !° 
loo Three new PANTHEON releases VOX now presents two further additions to the 

, ever-popular Echoes series—another selection 
. of three orchestral masterpieces, of tunes from Paris, and some from Budapest, 
. ; , _ . the city of Feyer’s birth. 
SC, in rich, vivid recordings. os 
m. 
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nd @eeeese 
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a” ' BAMBERG SYMPHONY ORCHESTRA cme 
his JONEL PERLEA, Conductor Don Marino Barreto jnr., and his Cuban Orchestra 
}I- VX 820 

COOK’S TOUR— 
in HOLIDAYS IN VENICE* 
" MOZART Gianni Monese and his orchestra VX 940 
mn- Symphony No. 40 in G minor, K.550 XPV 1028 
A. ‘ COOK’S TOUR— 
HOLIDAYS IN VIENNA* 

008 Heinz Sandauer, piano, and his orchestra VX 970 
i MOZART COOK'S TOUR— 
Symphony No. 551 (5 1 HOLIDAYS IN SPAIN* 
es - Po ees ee 1030 Jose Valdes y los Embajadores VX 980 


This is the first British release by VOX of the 


7 A 
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to The Nutcracker Suite, Op. 71a XPV 1053 Here is gay, relaxing music from sunnier climes, 
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VIOLIN CONCERTO No. 2, E major (Bach) 

ROMANCES FOR VIOLIN AND ORCHESTRA (Beethoven) 
No. I in G, Op. 40 and No. 2 in F, Op. 50 

IGOR OISTRAKH, Violin 


Gewandhaus Orchestra, Leipzig + Conductor: FRANZ KONWITSCHNY 
DGM 18328 


‘LES ADIEUX ’ SONATA, Eb major, Op. 81a (Beethoven) 
WILHELM KEMPFF, Piano 
EPL 30213 


VARIATIONS ON AN ORIGINAL THEME, Op. 21, No. 1 (Brahms) 
VARIATIONS ON A THEME OF ROBERT SCHUMANN, Op. 9 (Brahms) 
ANDOR FOLDES, Piano : 

DG 17048 


STRING QUINTET, F major (Bruckner) 
Koeckert Quartet with Georg Schmid, Viola 
DGM 18042 


POLONAISES Nos. 3 and 6 (Chopin) 

A major, Op. 40, No. |, ‘The Military’ * Ab major, Op. 53 
STEFAN ASKENASE, Piano 

EPL 30040 


*“ORPHEUS AND EURYDICE ’ (Gluck) 

DIETRICH FISCHER-DIESKAU, Baritone 

RITA STREICH, MARIA STADER, Sopranos 

RIAS Kammerchor + Berliner Motettenchor 

Radio Symphony Orchestra of Berlin * Conductor : FERENC FRICSAY 
DGM 18343/4 (Manual Coupling) 


FURIOSO FOR ORCHESTRA (Liebermann) 
SWISS FOLK-SONG SUITE (Liebermann) 


Radio Symphony Orchestra of Berlin * Conductor : FERENC FRICSAY 
EPL 30113 


PIANO CONCERTO No. 23, A major, K.488 (Mozart) 
MONIQUE HAAS, Piano 

Berlin Philharmonic Orchestra * Conductor ; FERDINAND LEITNER 
DG 16056 


‘THE MAGIC FLUTE’ (Mozart) 

Der Vogelfanger bin ich ja - Ein Madchen oder Weibchen 

Bei Mennern, welche Liebe fuhlen * Papagena, Papageno 

DIETRICH FISCHER-DIESKAU, Baritone 

MARIA STADER, LISA OTTO, Sopranos , 

Radio Symphony Orchestra of Berlin + Conductor : FERENC FRICSAY 
EPL 30202 


‘THE SILKEN LADDER’ OVERTURE (Rossini) 


‘THE ITALIAN GIRL IN ALGIERS ’ OVERTURE (Rossini) 
Berlin Philharmonic Orchestra + Conductor : FERENC FRICSAY 
‘EPL 30064 


PIANO SONATA, B> major, D.960 (Schubert) 
ADRIAN AESCHBACHER, Piano 
DGM 18139 


BURLESQUE FOR PIANO AND ORCHESTRA, D minor (Strauss) 
CONCERTO FOR PIANO AND ORCHESTRA (Honegger) 
CONCERTINO FOR PIANO AND ORCHESTRA (Francaix) 
MARGRIT WEBER, Piano 

Radio Symphony Orchestra of Berlin + Conductor : FERENC FRICSAY 

DGM 18338 


NVITATION TO THE DANCE (Weber) 

JUBEL OVERTURE (Weber) 

Bamberg Symphony Orchestra + Conductor: FERDINAND LEITNER 
EPL 30058 
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Scherzo is an allegro only, an allegro vivace, 


not a prestissimo-issimo. The Chicago 
players bring it off with astounding 
dexterity, but it remains a show-off per- 
formance. (If you are comparing Klemperer 
and Reiner yourself, do not, please, play 
Klemperer immediately after Reiner, for 
Klemperer’s speed will then sound like an 
orchestra rehearsing slowly to get the notes 
right! The only way to appreciate what 
Klemperer is doing is to go through the 
whole symphony with him.) 

In the slow movement both conductors 
adopt about the same speed, and much of 
Reiner’s performance is more than good, it 
is splendid—the way the entries in the slow 
fugal section stream out, for example. Yet 
again, when I listened to Klemperer I 
experienced something more. ‘The very end, 
to mention only one part, is played superbly 
by the Chicago orchestra, yet Klemperer’s 
Philharmonia playing is more grief-laden 
and at the same time brimful of compassion. 

For me there is no doubt about the 
verdict. Had the Klemperer record not 
been in existence I should have put Reiner 
among the best, perhaps at the head of all, 
especially considering the remarkable play- 
ing and the wonderful R.C.A. recording. 
But Klemperer is a conductor who in this 
work goes far more deeply than anyone 
else. T.H 


BEETHOVEN. Symphony No. 5 in 
C minor, Op. 67. Egmont Over- 
ture, Op. 84. Coriolan Overture, 
Op. 62. Leonore Overture No. 3, 
Op. 72a. Minneapolis Symphony 
Orchestra conducted by Antal 
Dorati. Mercury MRL2539 (12 in., 
39s. 74d.). 


S hony No.5: 
Paris Cons., "Schuricht 
V.P.O., Karajan 
V.S.O., Klemperer 
Concertgebouw, Kleiber 1 
Hamburg P.O., Keilberth (3/54) LGX 

N.B.C. S.O., Toscanini ( 

v. P.O., Furtwaengler 
Pittsburgh S.0., Steinberg 
Philharmonia, Karajan 
Berlin P.O., Boehm 


(9/50) LXT2513 


Berlin P.O., E. Jochum (1/56) NBR 
L.P.S.O., Scherchen (4/56) WLP20003 
Philh., Klemperer (11/56) 33C1051 


Boston, S.O., Munch (2/57) ALP1415 
The latest addition to the list of available 
versions of Beethoven’s Fifth is a very good 
performance indeed. Dorati takes a vigor- 
ous, direct line with the music—very much 
in the Toscanini tradition—and very 
exciting it proves. There is no sentimenta- 
lity in his reading of the slow movement, 
but on the other hand he does not rush the 
outer movements off their feet in an excess 
of sound and fury. Nor is the Minneapolis 
Orchestra a victim of its own efficiency, as 
seems to happen with so many American 
orchestras. The first-desk players preserve 
their individuality in spite of the over-all 
discipline, and in fact the brief adagio oboe 
solo in the first movement and again in 
the reminiscence of the scherzo which 
occurs half-way through the last movement 
are as beautifully shaped as I ever remember 
hearing them. 
A first-rate performance, then, that we 
should at any time be glad to hear in the 
concert-hall. But when there is such a 


wealth of versions to choose from quite 
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minor factors become important, and it 
must be admitted that the tone of this 
recording is rather on the harsh side. The 
general balance is excellent, but only those 
with amplifiers flexible enough to deal 
with American recording characteristics 
will be able to get the best out of it. Others 
will, quite reasonably, prefer one of the 
several excellent readings of the work 
which are easier to reproduce satisfactorily, 
such as Klemperer’s (on Columbia) or 
Kleiber’s (more expensively on a Decca 
12-inch). But the overtures which Dorati 
gives us on the other side of this new 
recording make an interesting appendix to 
this particular symphony, and are also 
exceptionally well played. J.N 


BERLIOZ. “Romeo and Juliet ”— 
Dramatic Symphony, Op. 17: Romeo’s 
Reverie and Féte; Love Scene. 

TCHAIKOVSKY. “ Romeo and Juliet ” 
—Fantasy Overture. N.B.C. Sym- 
phony Orchestra conducted by 
Arturo Toscanini. H.M.V. ALP1469 
(12 in., 41s. 84d.). 

The Berlioz is successful. Premeditating 
the excision of the choral passages from the 
Love Scene allows the opening bars of the 
movement to be played and linked effectively 
to the body of it; in tape-edited abridge- 
ments of complete versions of the symphony 
this is not possible. And the performance is 
very good, with particularly sensitive and 
alert string-playing ; the recording, too, is 
acceptable—somewhat on the dull side, but 
no worse than that. 

What is substantially worse than that is the 

recording of the Tchaikovsky Romeo and 

Juliet on the reverse. Many older records 

are to-day being remade with great skill 

before reissue, and the result is often a great 
success. Not so, however, in this case ; the 
old 78’s are only too clearly in evidence, 
with joins of which not all can be made to 
work, and which often reveal glaringly 
different qualities of sound. Curiously, 
though, qualities which are altogether 
better in louder passages than in the 
quieter ; nearly all these latter are quite 
shockingly fuzzy, indistinct, and distorted. 

This is a pity, as the performance so 

successfully obscured does appear in places 

to be a good one. M.M. 


BEETHOVEN. Violin Concerto in 
D major, Op. 61. Nathan Milstein 
(violin), Pittsburgh Symphony 
Orchestra conducted by William 
Steinberg. Capitol P8313 (12 in., 
41s. 84d.). 


Campoli, L.S.O., Krips (5/52) LXT2674 
Ricci, L.P:0.., Boult (1/53) LXT2750 
Menuhin, Philharmonia, Furtwaengler 

(2/54) ALP1100 
Kulenkampff, Berlin P.O., ee”? Isserstedt 

(4/54) LGX66017 
D. Oistrakh, Stockholm Fest., Ehrling 


be 2/54) 33CX1194 
Schneiderhan, Berlin P. 0., Kem 

“is5) DGM18099 
Elman, L.P.O., Solti (11/55) LX T5068 
Gimpel, Bamberg S.0., Hollreiser (13/35) PL9340 


This recording of the Beethoven Violin 
Concerto has been in the American 
catalogue since October, 1955, and it was 
certainly high time we had it over here, for 
in some ways it seems to me the best of the 
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lot. Milstein has an assured command of 
his instrument, and one would think he 
never had trouble with difficult passages. 
He likes rather fast tempi, and a minimum 
of rubato, though even he cuts down from 
112 crotchets a minute to 84 at bar 331 of 
the first movement. It would be interesting 
to know who started this “ tradition ” 

Any musician would ease the tempo a shade 
at this point, but if Beethoven had wanted 
the sudden drastic change of speed that all 
violinists make here he would surely have 
indicated the fact. Milstein plays his own 
cadenzas, and they are unexceptionable and 
effective. His first entry in the slow move- 
ment struck me as a shade insensitive, and 
possibly he digs into the rhythm of the 
finale a little too much, but these are trifles 
and his playing in general is of a very high 
order. The orchestral accompaniment has 
considerable panache, the balance is 
excellent, and the quality of the sound 
superb. Asan example, the Mendelssohnian 
bassoon solos in the finale stand out clear, 
but not unnaturally clear against Milstein’s 
beautifully played accompaniment figures. 
My only reservation about this record is 
that the playing here and there lacks 
sensitivity, and suggests the highly efficient 
machine-made article rather than _ the 
craftsman’s creation. Even so, it is the one 
I would choose. 


BERLIOZ. Roman Carnival Overture. 

DEBUSSY. Three Nocturnes : Nuages ; 
Fétes ; Sirénes. 

RAVEL. Pavane pour une Infante 
défunte. Alborada del Gracioso. 
Cecilian Singers directed by James 
Aliferis, Minneapolis Symphony 
Orchestra conducted by Antal 
Dorati. Mercury MRL2516 (12 in., 
39s. 74d.). 

Dorati and the Minneapolis orchestra 
give an extremely good performance of the 
Debussy Nocturnes. Quite outstanding is the 
Fétes movement, played with a rhythmic 
address which stands it in very good stead ; 
played, too, with a rewarding touch of 
imagination on the part of the trumpets, 
who use what are in the context slightly 
unusual mutes in order to appear distant— 
the resulting sound is clean and effective. 
Rather less effective is the sound of the 
women’s chorus in Sirénes ; the Cecilian 
Singers have a determined rather than a 
mysterious style, and professional soloists’ 
wobble to their tone—neither attribute a 
fully convincing one in the circumstances of 
this particular music. The vocal contribu- 
tion to Sirénes is, however, only a very small 
part of the whole ; and elsewhere beautiful 
orchestral playing and outstandingly clear 
and forceful recording make this a version 
of the complete Nocturnes to be highly 
recommended. 

The recording is perhaps slightly less rich, 
though not less brilliant, on the reverse of 
the disc ; but nearly everywhere the per- 
formance remains a happy one. The Berlioz 
is played with tremendous attack, and the 
adoption of an unusually purposeful tempo 
for the slow section of the beginning 
certainly presents the tune itself in a 
favourable light. The Pavane suffers, as so 
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often, from a nervous-sounding horn soloist 
(or perhaps he had just been listening to 
the Sirens’ song). But in any event he and 
his colleagues make amends later in the 
Alborada del Gracioso, with some super- 
latively clean triple-tongueing ; indeed here 
nearly every soloist in the orchestra dis- 
tinguishes himself, and the virtuoso piece 
comes off famously. On balance, in fact, this 


is a very good record. M.M. 


BERLIOZ. Symphonie Fantastique, 
Op. 14. Orchestre National de la 
Radiodiffusion Francaise conducted 
by André Cluytens. Columbia 
33CX1439 (12 in., 41s. 84d.). 
Concertgebouw, Beinum (3/52) LXT2642 


L.S.O., Scherchen (8/54) NLP908 
San Francisco S.O., Monteux (10/54) ALP1137 

1/55) ABL3019 
(4,55) DGM18167 


Berlin P.O., Otterloo 

Berlin P.O., Markevitch 
(4/55) 33CX 1206 
(10 56) ALP1384 


Philh., Karajan 
Boston S.O., Munch 

A century and a quarter after it was 
written Berlioz’s Symphonie Fantastique still 
remains a test-piece for a virtuoso orchestra. 
The French Radio Orchestra is a 
thoroughly competent body of musicians 
but inevitably it is outclassed for sheer 
technical brilliance in a field which includes 
the Boston Symphony, the Berlin Phil- 
harmonic, the Concertgebouw and our 
own Philharmonia. There is some very 
good playing on this disc, but the phrasing 
of Berlioz’s long, subtly accented melodies 
is often dull and foursquare. There is, too, 
some very poor ensemble in the March to 
the Scaffold ; I am surprised that this was 
not re-recorded. 

For some listeners I suppose that height 
of fi might make up for these deficiencies, 
but although the sound of the full orchestra 
is very exciting there are some faults of 
internal balance. The most obvious is the 
distance of the horns ; the important solo 
near the beginning of the first rnovement is 
barely audible behind first violins which 
are both muted and pianissimo. If there 
were some advantage in the price of the 
disc it might be possible to recommend it 
with reservations, but as it is I can see no 
point in issuing it in direct competition 
with versions already available. Of these 
my own choice would certainly be the 
Markevitch one on D.G.G., for Munch 
and the Boston players are strangely cold, 
while Karajan tends to sentimentalise. 
There is nothing vulgar in the quality of 
Berlioz’s musical imagination, and Marke- 
vitch plays this astonishing work with all 
the refined nervous energy that it calls for. 


BERNSTEIN. Facsimile. 

GOULD. Fall River Legend. Ballet 
Theatre Orchestra conducied by 
Joseph Levine. Capitol P8320 
(12 in., 41s. 84d.). 

Both these ballets are by American 
composers who manage to keep a foot in 
both light and serious music. Leonard 
Bernstein is a composer and conductor who 
takes himself very seriously, though his 
greatest success so far has been his music for 
the film “ Our Town”. Morton Gould 


has written “‘ pops ” of various kinds, and 
also what might be called serious music in 
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the jazz idiom. Bernstein’s Facsimile dates 
from 1946, and is described on the sleeve 
as *‘an ideological work that ponders the 
ubiquitous problem of emotional insecurity 
and tension in a post-war era’”’, but don’t 
let that put you off; much of the music 
stands up pretty well without the dancing, 
and the simple plot (about a girl and two 
men flirting without enthusiasm in the dark 
on a beach) can be followed easily enough 
in the music. Fall River Legend is two years 
younger, and deals with the Lizzie Borden 
theme. This has become something of a 
classic amongst American ballets, and more 
than one company has given it in London. 
The music is strong, fresh, and seems to have 
an “ American ”’ quality in the best sense. 
I found I could not follow what was 
happening, even though I remember the 
ballet fairly well; often the music was 
interesting enough for this not to matter. 
The performance of both works is 
superlatively good ; obviously players and 
conductor could play this music upside 
down. And the quality of the sound is 
outstandingly good too. R.F. 


BRAHMS. Symphony No. | in C minor, 
Op. 68. Vienna Philharmonic 
Orchestra conducted by Josef Krips. 
Decca LXT5292 (12 in., 39s. 74d.). 


Concertgebouw, Beinum (6/52) LXT2675 
N.B.C. $.0., Toscani (11/52) ALP1012 
(12 LGX66003 


Berlin P.O., Keilberth yes) G 

Philh., Karajan (2/54) 33C 

V. Op., Scherchen (6/54) WLP5189 
Philh., Cantelli 7/54) ALP1152 
Los A. P.O., Wallenstein (1/55) AXTL1 
New York S.O., Walter 8/55) ABR4037 


Berlin P.O., Jochum (6/55) DGM18182 
P.P.O., Boult (6/56) NCL16000 


This is well up among the best of the 
imposing list above, without perhaps firmly 
heading it. 

Krips takes a smooth overall view of the 
symphony, rewarding indeed in the more 
relaxed inner movements, slightly less so in 
some passages of the outer movements. The 
view is supported nearly everywhere by 
first-class playing—the allegretto third move- 
ment is particularly happy—but it does 
nevertheless meet with an _ occasional 
obstruction: throughout, encouragement is 
given to a growing suspicion that the silky 
perfection of the Vienna Philharmonic 
strings is nowadays less often in evidence 
than it has been previously. And in the 
finale, one wind entry in particular is quite 
startlingly democratic: every man speaks 
when he chooses. In this same movement, 
too, the horns might perhaps with advantage 
have rung out more dominatingly on their 
chime theme ; here, certainly, they are as 
audible as on many records, but still not 
quite as large as life. 

The performance, though, has many 
overall virtues and a very good and forward 
recording shows these at their best. There 
is substantial emphasis of the upper 
frequencies ; not more so than on many 
other good recordings, but more so than 
on many other good Deccas of recent 
months. Almost certainly the emphasis will 
be found dealable with ; and when dealt 
with the result is a most satisfying sound, 
short-listing this version of the symphony 
beyond a doubt. 

Its competitors in a final choice are 
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however formidable: Cantelli, coaxing the 
Philharmonia into a sensitive performance 
most smoothly recorded by H.M.V., and 
Boult, galvanising the Philharmonic 
Promenade Orchestra into a vital perform- 
ance, brilliantly and perhaps a little fiercely 
recorded by Nixa. This last disc has a 
further incidental advantage: it includes 
as well as the symphony the Brahms Tragic 
Overture. M.M. 


BRITTEN. The Prince of the Pagodas 
—Complete Ballet. Orchestra of the 
Royal Opera House, Covent 
Garden conducted by Benjamin 
Britten. Decca LXT5336-7 (two 
12 in., 79s. 3d.). 

Decca have been splendidly prompt in 
bringing us the records of The Prince of the 
Pagodas—Britten’s first ballet and his first 
big orchestral score for a long time— 
which had its prémiére at Covent Garden 
on the first day of this year. And before 
passing to the music, let me welcome the 
reappearance of the Royal Opera House 
Orchestra on records. Under the right 
man, this is a magnificent orchestra. This 
is its first work for Decca—but I understand 
it is to make more recordings in the future, 
starting with Prokofiev’s Cinderella. 

The Prince of the Pagodas is a three-act 
ballet. Its heroine is Belle Rose (Beriosova), 
a Cinderella/Cordelia figure, its hero the 
Prince of the title (David Blair), who 
because of some unspecified spell appears 
to her as a Green Salamander. Belle Epine 
(Julia Farron) is the wicked sister, Goneril 
and Regan in one, who supplants her 
doddery father (Leslie Edwards) as Ruler 
of the Middle Kingdom. When we 
separate the music from Cranko’s choreo- 
graphy, its most interesting passages are 
those concerned with the drama played 
out between these four characters ; for in 
the themes associated with them, and their 
developments, working and recolourings, 
Britten’s genius for musical characterization 
is most brilliantly and tenderly displayed. 
It is because of this that the Pagodas music 
is not simply decorative, nor merely 
narrative, but dramatic and self-sufficient 
even without the stage spectacle. Even 
those who have never seen the ballet 
should be able, after hearing the records, 
to pen short character-sketches of Belle Rose 
(gentle, tender, romantic, but moved to 
sudden, childlike enjoyment), Belle Epine 
(beautiful, cold, cruel, eager to indulge in 
vicious impulses as soon as it is safe to do so) 
and the Emperor (muddly, silly, pathetic, 
but not irredeemably obtuse). The Prince 
is less intimately drawn, though he is 
evidently sincere and noble of heart. Two 
other characters, the Fool (part Buttons, 
part Lear’s faithful Fool) and the evil 
Dwarf, also have vivid music associated 
with them. 

But Pagodas is after all a three-act ballet, 
and so this character-music is embodied 
in a proper ballet score with processionals, 
transformation music, solo variations, pas 
de deux, and all the rest of it. Britten 
has tackled his task with evident knowledge 
of how Tchaikovsky and, I think, Prokofiev 
went to work. But every form he takes up 
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AN KAT. DOR A'II 


conducting the Miimneapolis Symphony Orchestra 


Mendelssohn: Symphony No. 4 
in A Major, Op. 90 (Italian) 


Mozart: Symphony No. 40 in G Minor (K 550) 
12” L.P. MRL 2540 


Beethoven: Symphony No. 5 
in C Minor, Op. 67 
Three Great Overtures 
Egmont Overture, Op. 84 
Coriolan Overture, Op. 62 
Leonore Overture, No. 3, Op. 72a 
12” L.P. MRL 2539 





Tchaikovsky: ‘‘Swan Lake’”’ Ballet 


12” LP. 
Act 1 (Part 1 and Conclusion) MRL 2528 
Act 2 and Act 4 MRL 2529 
Act 3 (Part 1 and Conclusion) MRL 2530 


with 
The Cecilian Singers 
James Aliferis (Director) 


Berlioz: Roman Carnival Overture 
Ravel: Pavane Pour Une Infante Defunte 
Alborada del Gracioso 
Debussy: Three Nocturnes: 


Nuages, Fétes, Sirenes 
12” L.P. MRL 2516 





Symphony Orchestra 


Symphony No. 3 in One Movement 





HANSON 


conducting the 


Eastman-Rochester 


Roy Harris: 


Howard Hanson: 


Symphony No. 4 


12” L.P. MRL 2520 
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8 Chausson: 
Symphony in B Flat, 
7 Op. 20 


12” L.P. MRL 2538 
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L°Orchestre de la Suisse Romande 
TCHAIKOVSKY 
SYMPHONY No. 6 IN B MINOR, Opus 74 
* PATHETIQUE ” 

LXT 5306 £1 19 7% 


The GRAMOPHONE 


ANSERMET 
CONDUCTS 
TCGHAIKOWSKY 


Only the courageous can find the strength and 
sp r.t to defy tradition. Tradition has a powerful 
influence over the minds of us all, and, in a 
correct perspective, lends a dignity to the world 
in which we live. We must, however, be 

careful that we are not enslaved by it or 
engulfed in it. | am not suggesting that by 
choosing Ansermet to conduct Tchaikowsky 

that the Decca Record Company has taken some 
kind of liberty with Tchaikowsky’s music and 
therefore completely disregarded all the concepts 
of the enlightened music-loving fraternity. 

| do say they have refused to regard the great 
genius of Ansermet as a thing limited to certain 
restrictions—and rightly so. 

To foster the ridiculous belief that this great 


conductor—one of the world’s finest—must 


patiently wait till music of a contemporary 
nature is to be recorded would manifest a flagrant 
disregard for his remarkable ability and deny 
the record-lover the splendid versatility of 

his art. A number of my musical friends seem to 
think that Ansermet is the champion of the 
Contemporary Composer, and therefore knows 
little of the established masters. 

Let us contemplate the circumstance through 
which this wonderful recording of 

Tchaikowsky’s “‘ Pathetique ”’ became a reality. 

“ 1 want to record the Pathetique Symphony,” 
were Ansermet’s very words to the Decca 
Executive. “‘ | have always wanted to record it,” 
he continued. There has always been strong 
controversy over the “ Pathetique ” Symphony— 
and there always will be. Many hold the 

view that it does not require any measure of 
restraint ; others say restraint is essential. 
Ansermet gives it both dignity and restraint. 
Space does not permit my giving here a full 
account of Ansermet’s treatment of this 
Symphony, but | cannot deny myself this 
opportunity of referring to the last movement. 
Here is pathos which is moving to the extreme— 
dignity personified in sorrow. Charles Neale 
Rimington Review has this to say : 

“It is a rewarding experience to hear a 
conductor carefully eschewing any temptation to 
turn this Symphony into a pretentious showpiece 
of flamboyant exhibitionism.” 

Yes, this is indeed a wonderful record, with great 
frequency response—as wide a range of sound 

as we have yet heard—a tribute to the Decca 
engineers. | welcome this broader direction and 
scope now given to Ansermet’s great genius for 
the benefit and enjoyment of us all. 

| add my tribute to Ansermet and to Decca for the 
issue of this wonderful record, controversial 
though it may well be. 

FRED SMITH 


 RIMINGTON VAN WYCK LTD 42 CRANBOURN ST WE2 
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becomes something different in his fingers, 


and this is no exception. As Donald 
Mitchell, author of an excellent sleeve-note, 


has also pointed out, the score combines 


something of the loose build of Gloriana 
with the close thematic organisation of 
The Turn of the Screw. ‘That is to say, 
each section is apt and illustrative to the 
moment, but on further hearing reveals 
unsuspected musical links with other ones. 

Britten has naturally turned his fecund 
imagination to two elements of vital 
importance in a ballet score: rhythm and 
colour. ‘The rhythms are wonderfully 
fascinating and diverse ; the scoring is new 
and masterly. There is a marvellous shim- 
mering, liquid variation for the King of 
the East (one of the four kings who come 
seeking Belle Epine’s hand); _ beautiful 
writing for solo clarinet in Belle Rose’s first 
solo; an extraordinary use of trumpet, 
clarinet and then bells to depict the Moon 
shining out over clouds; and in the 
Kingdom of Pagodas an evocation of a 
gamelan orchestra. Britten made a 
world-tour shortly before completing this 
ballet, and new sounds heard during it 
have evidently stimulated him. 

Musically, perhaps the least arresting 
passages are those of the second act, 
largely taken up with Belle Rose’s journey 
through Air, Water and Fire to Pagoda- 
land. Water and Fire don’t really seem to 
be on the same level of amazing achieve- 
ment as Air, and none of them is really as 
fine as the music concerned with character. 
Just occasionally the “ sectional ”’ scoring 
strikes me as perverse: the King of the 
North’s Gopak, for example, a rapid single 
line of melody kept up and spinning only 
by off-beat punches from hard little brass 
chord-clusters ; or the pas de deux in 
Pagoda-land, where the 3/4 string melody 
doesn’t actually seem to be moving any- 
where, but to derive its energy solely from 
the ostinato accompaniment. The final 
grand pas de deux is also curious—not 
flowing, but made of powerful detached ges- 
tures imposed on a hustling moto perpetuo 
accompaniment. But these impressions, 
I admit, derive largely from thinking, in 
the theatre, that the music was not ample 
enough at these points to sustain the sort of 
dance that seemed to be required. 

To anyone reluctant to embark on the 
complete set at once, I would recommend 
the first record, LXT5336, which contains 
most of the opening scene and all of the 
closing one. But I think that those who 
buy it will then want to go and explore the 
Moon and Stars and the Pagoda music. 
The Covent Garden Orchestra plays very 
well indeed, realising the tricky rhythms 
with sureness and displaying a wonderfully 
rich palette of tone-colours. The recording 
is first-rate. The cover-design is attractive. 

A.P. 


CHAUSSON. Symphony in B flat 
major, Op. 20. Detroit Symphony 
Orchestra conducted by Paul Paray. 
Mercury MRL2538 (12 in., 39s. 74d.). 
Pasdeloup Orch., Fournet (5/55) NBR6018 

A lively, understanding performance of 
the symphony, on the whole a good deal 
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better than Fournet’s. But the recording has 
a fault that I find on a number of Mercury 
discs, and that is a shrillness of the violin 
sound, whistling in your ears, whenever they 
play loudly and high, together with 
excessively cutting trumpets. Perhaps my 
machine doesn’t like this type of recording. 
Yet it is resourceful and can normally be 
made to accommodate the idiosyncrasies of 
most companies’ products. As it is, I can 
either damp the whole thing, but excessively, 
or play it at a lower general level than I 
really like. Moments of climax in the music 
apart, the whole sound is excellently bright 
and clear. 

It was really a pleasure to put on the 
older disc which, though the general sound 
is no great shakes, can at least be listened 
to comfortably. It is also very much 
cheaper (a 10-inch issue). This means a 
turn-over during the slow movement, but 
that worries me very little in a work of this 
sort. Mercury put only the third movement 
on their second side—very short measure. 

I see that I wasn’t very enthusiastic about 
the Philips disc when it first came out, but 
I now have a rather better opinion of it. 
True, the solo horn in the French orchestra 
does sound like a saxophone, the playing 
and recording are both only moderate. But 
bearing in mind the price, I think I would 
recommend it over this new issue. It is, by 
the way, due for deletion at the end of the 
year. T.H. 


CHOPIN. (a) Piano Concerto No. 2 in 
F minor, Op. 21. 

SCHUMANN. (b) Piano Concerto in 
A minor, Op. 54. Artur Rubinstein 
(piano) with (a) N.B.C. Symphony 
Orchestra and (b) R.C.A. Victor 

Symphony Orchestra, both con- 
ducted by William Steinberg. 
H.M.V. ALP1465 (12 in., 41s. 84d.). 
Chopin Concerto : 

Ballon, L.S.O., Ansermet (3/51) LX3035 
Novaes, V.S. O., Klemperer {s. 53) PL7100 
Malcuzynski, Philharmonia, Kletz 


“0188) 33CX1066 
Badura-Skoda, V.Op., Rodzins 


(455) WLP5308 
Askenase, Berlin P.O., Lehmann 
(6/55) DGM18040 
Brailowsky, Boston S.O., Munch 


(2/56) ALP1321 
Schumann Concerto : 
Lipatti, Philharmonia, Karajan 
(11/52) 33C1001 
Kempff, L.S.O., Krips (9/53) LX T2806 
Moiseiwitsch, Philharmonia, Ackermann 
(2/54) CLP1008 
(3/54) BLP1039 


(11 154) 33C1033 


Hess, Philharmonia, Schwarz 
Gieseking, Philharmonia, Karajan 


Demus, V. Op., Rodzinski 
Haskil, Hague P.O., Otterloo 
Hass, Berlin P.O., Jochum (4 157) DG16007 
Gulda, V.P.O., Andrea (5/57) LX T5280 
Tt is high time we had a new Schumann 
Piano Concerto record that could be recom- 
mended: the earliest ones have held the 
field so long and, good as they are, their 
recordings begin to sound a bit dated. 
Well, here it is, a performance full of 
sympathy and distinguished, as one would 
expect, by some wonderful pianism. Unlike 
the same pianist’s recent Grieg performance, 
this Schumann shows care for the composer’s 
intentions. It is, indeed, beautifully played 
and goes through to a Finale of wonderful 
sparkle and brilliance—just what has been 
lacking in so many recent recordings. 
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A.P. has hitherto reviewed the Chopin 
F minor Concerto, and we are agreed that 
none of the earlier versions is really satis- 
factory. This concerto has fared poorly on 
LP. I notice that he has mentioned 
Rubinstein’s old recording on 78s with the 
wish that something like it would appear 
now. I do not possess Rubinstein’s earlier 
set so I cannot say how his playing may 
have changed, but the new version is 
certainly one to hear. 

You might feel that there is an absence of 
quiet, delicate playing. He takes a dashing 
view of the concerto, of the first movement 
especially, and scarcely anywhere is there 
any pianissimo ravishment. But it is a valid 
view and this virile performance, with some 
wonderful playing, held my attention all 
through with delight. The only cut is of 
eight bars in the final tutti, which is per- 
functory, anyway, and a few bars less of it 
scarcely matter. 

Steinberg does his best with the un- 
rewarding orchestral bits and often manages 
to make something out of almost nothing. 
The recording of the piano is adequate in 
both concertos, that of the orchestra rather 
dead in quality. Whatever anyone may 
think of each interpretation, there is so much 
exciting playing on both sides that is a 
delight to hear. Personally I —e both 
performances enormously. T.H. 


ELGAR. Symphony No. 2 in E flat 
major, Op. 63. The Hallé Orchestra 
conducted by Sir John Barbirolli. 
H.M.V. ALP1242 (12 in., 41s. 84d.). 

ELGAR. Symphony No. 2 in E flat 
major, Op. 63. Philharmonic 
Promenade Orchestra _ conducted 
by Sir Adrian Boult. Nixa NCL16018 
(12 in., 41s. 84d.). 

For some reason few people seem to like 
the two Elgar symphonies equally ; each 
has its champions and often they are more 
than a little bored by the rival work. I 
happen to be among those who have always 
much preferred the second, and I found 
listening to the two new recordings a most 
pleasurable experience. I had not heard 
this music for some years, and found that it 
wears surprisingly well. I suppose that con- 
fidence and hope are among the more 
obvious emotions expressed by Elgar in his 
symphonies (in the First Symphony there 
seems to me to be over-confidence). But 
confidence and hope tend to be under- 
mined in time of war, and the First World 
War and the unhappy restless years that 
succeeded it must have done even more to 
dry the springs of Elgar’s creative powers 
than the death of his wife. He could no 
longer feel with sincerity the emotions he 
was best equipped to express. 

The first movement of the Second 
Symphony seems to me especially endear- 
ing. As in the other movements, and indeed 
in Elgar’s music as a whole, the tunes are 
all built on one rhythmic figure recurring in 
bar after bar, but the strong and ingenious 
counter-melodies with which they are 
adorned saves them from monotony, and 
the sumptuous orchestration and wonder- 
fully engineered climaxes do the rest. For 
me this music sounds nobilmente indeed, and 
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1 like it that way. Elgar told Landon 
Ronald (and other people too) that in the 
slow movement he was thinking of Edward 
VII’s funeral, though in fact when he 
began this music the king was still alive ; 
the woodwind figure in thirds represented 
Queen Alexandra, and the recapitulation 
of the first main tune (Fig. 79) the cortége 
passing through the crowded streets, grief 
expressed in the wailing oboe and shudder- 
ing string accompaniment. Certainly one 
can sense the passing of an age in this music. 
The third movement is remarkable for an 
episode near the end of quite shattering 
impact based on a tune that has already 
appeared unobtrusively in the first move- 
ment, while in the last serenity returns, and 
perhaps resignation. ‘‘ Venice-Tintagel 
(1910-11) ”, wrote the composer at the 
end of the score, and this is indeed strange 
music to have been written in Venice. 

The Elgar centenary is celebrated with 
two magnificent recordings of this Second 
Symphony where before there was none; the 
First been available on LP since 1953. It is 
hard to think of any other conductors who 
could do as well by this music as Boult and 
Barbirolli. Boult’s interpretation has been 
maturing for a quarter of a century or more. 
Barbirolli has come to the work only in the 
present decade, and his immense care and 
sympathy are apparent in every bar. He 
brings more drive and impetus to the music 
than Boult, and at such points as Fig. 6 in the 
first movement, and the fugal development 
in the finale (Fig. 145), the music remains 
exciting, whereas under Boult interest 
momentarily sags. On the other hand 
Boult comes a shade nearer the nobility of 
the slow movement and the tenderness of 
the falling tune that comes late in the 
development of the finale. Of the two 
orchestras the Hallé perhaps has a little 
more attack and precision. Neither has 
much to be proud of in the first episode of 
the third movement (Fig. 93-98) ; it is 
surprisingly difficult in quick three-eight 
time to play in bar after bar on the second 
quaver only and keep the rhythm, and the 
Hallé violas and ’cellos give up the attempt 
entirely at one point. 

It is the recording quality that makes me 
unhesitatingly recommend the Barbirolli 
version. H.M.V. have really excelled 
themselves here. The climaxes are more 
exciting, and more detail comes through, 
while in the Nixa version there are some 
unhappy moments as regards intonation, 
notably at the start of the slow movement ; 
these are presumably due to some form of 
** wow ”’ rather than to the players. I must 
not exaggerate these defects ; the Nixa is a 
good recording, but the H.M.V. is out- 
standing. 

As a postscript I would like to mention 
Boult’s enormous pauses in the first move- 
ment one bar after 42 and similarly near 
the end of this movement. J am not sure 
that these quite come off, though I am aware 
that, in his later years, Elgar himself much 
enjoyed holding his audience in suspense by 
lengthening such pauses when conducting. 
I very much hope that one day H.M.V. 
will reissue Elgar’s own version of this 
symphony. 
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ELGAR. Enigma Variations, Op. 36. 


PURCELL. A Purcell Suite (arr. 
Barbirolli). Hallé Orchestra con- 


ducted by Sir John Barbirolli. Pye 
CCL30101 (12 in., 39s. 74d.). 


Enigma Variations : 


Concert Hall S.O., Goehr (3/53) (N)CLP1154 
L.S.O., Sargent (6/53) LX T2786 
L.P.O., Boult (7/54) ALP1153 
Philh., Weldon (12/54) 38SX1024 


N.B.C. S.O., Toscanini 
R.P.O., Beecham (5/57) SBR6224 
When I got out my score of the Enigma, 
there fell from it a letter I received in 1948 
after a broadcast from a Mrs. Sutcliffe, a 
delightful letter about her aunt, Winifred 
Norbury, the subject of the variation that 
comes immediately before ‘“‘ Nimrod ’”’, 
As Dorabella scarcely knew W.N. and says 
little about her in her book, ‘‘ Memories 
of a Variation’’, and as this is Elgar’s 
centenary year, I need no further excuse 
for quoting some of the letter here. In what 
follows, the writer is about fifteen, W.N. 
about thirty, and Elgar nearly forty ; the 
cottage is near Malvern. 


** When the Elgars were at the Birckwood 
cottage about two miles away in a wood just 
beyond my grandfather’s land, I remember 
going up with my two aunts after dinner (a great 
treat to stay up so late) when W.N. used to help 
him by copying out his very illegible score. She 
had a good singing voice and was an accom- 
plished pianist. It was so dark through the 
wood we had to hold on one behind the other, 
and the tiny path was lit up on both sides by 
glow worms. W.N. was very sedate and calm, 
rather like a kind governess with him, but had a 
sense of humour and I believe she purposely 
kept on being tiresome till he had got the laugh 
—like a rather deep bell—which he put into 
her Variation. 

“* I remember her saying, ‘ We didn’t come 
up here at this time of night to spend the time 
giggling ’, with a very straight look at him, and 
he got up and bowed and they went to the piano 
room while the rest of us stayed behind. 

** Mrs. Elgar was a wonderful woman. His 
work and well-being were everything to her, 
and I believe she made these friendships with 
other women—all young and attractive—who 
could do the parts she couldn’t always manage. 
She was almost too sweet with him. W.N. and 
Lady Mary Lygon, who was a lively and 
intelligent creature (the subject of Variation 
XIII) could keep him in order and make him 
work as well as amuse him. My little aunt and 
Dorabella could run with him, bicycle, climb 
hills, fly kites. Mrs. Elgar was a little dumpy 
figure. I never saw her on a bicycle or walking 
far. Their part was to get him ready for work. 
She did everything she could, and effaced 
herself completely and did the chores when she 
had got the others going .. .” 

One of the most moving moments in these 
variations comes at the end of the first, Mrs. 
Elgar herself. So far the music has shown 
her as others saw her—mild and self- 
effacing. Then quite suddenly there is a 
tremendous, heart-felt climax, as though the 
composer is for a brief moment revealing his 
awareness of other qualities; her tremendous 
powers of self-sacrifice, which must indeed 
have been unique amongst the wives of 
composers. In Barbirolli’s new recording 
the dynamic range is unusually large, and, 
like Beecham but unlike the other con- 
ductors who have recorded this work, 
Barbirolli seems to sense this tremendous 
moment. He is indeed searching for 
dramatic touches all through, and driving 
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the music forward with unusual energy. 
Much of it sounds magnificent, but some- 
times tempi are too fast; for instance he 
breaks all records in *‘ W.N.”’, which is by 
no means “‘ sedate and calm ”’, and, worsi 
of all, in ‘* Dorabella ”’, which he takes at 106 
crotchets a minute, as opposed to Beecham’; 
72 ; the composer asks for 80. The end of 
** Nimrod ”’ does not quite come off, but 
the Finale is most exciting. Of the quieter 
variations, “‘ Ysobel” is most exquisitely 
played, and the ’cello variation, after a 
shaky start, builds up most beautifully. 

As a performance, despite many felicities, 
I would not put this quite on a par with 
either Beecham’s or Boult’s ; certainly as a 
recording it is some way. below both of these. 
Compare the drums in Beecham’s “‘Troyte’”’ 
with those on this new disc; in loud 
climaxes the sound tends to be muddy. 
Also there are signs of multi-microphone 
technique. I have no objection to this so 
long as the listener is not aware of it ; one 
is all too aware of monkeying when the 
two-bar ‘cello solo in ‘* W.N.” rings out 
crystal-clear. 

I wish that Barbirolli, with his tremendous 
talents, had recorded on the back some 
Purcell au naturel, instead of arr. Barbirolli. 
This suite sounded all right when it appeared 
on 78s before the war, but since then our 
attitude to “ Fairest Isle’ for strings and 
**'When I am laid ” (its tune maltreated) 
as a cor anglais solo has surely changed. 
To the other four pieces he has done little 
but add horns here and there, and transpose 
a chunk of King Arthur up a fourth, adding 
a repeat to it. This last has a most 
exaggerated slow-up near the end, while 
the fourth piece shows up _ intonation 
deficiencies among the ’cellos and basses. 
(Incidentally this fourth piece is described 
on both music and disc as coming from 
Volume XV of the Purcell Society edition ; 
in fact it comes from the music for the play 
Abdelazer in Vol. XVI, the same play from 
which Britten took the theme of his 
Young Person’s Guide). ‘There is, I must 
add, some lovely playing, and I expect I am 
being over-purist, but I wish he’d just given 
us, say, the overture to Act 4 of The Fairy 
Queen, perhaps with one of the big 
chaconnes, more or less as Purcell wrote 
them ; or, for that matter, all the Abdelazer 
music. R.F. 


FRANCAIX. Concertino for Piano and 
Orchestra. 

HONEGGER. Concertino for Piano 
and Orchestra. 

STRAUSS, R. Burlesque for Piano and 
Orchestra in D minor. Margrit 
Weber (piano), Radio Symphony 
Orchestra of Berlin conducted by 
Ferenc Fricsay. D.G.G. DGM18338 
(12 in., 41s. 9d.). 


Quite a useful collection of minor 
twentieth-century music for piano and 
orchestra. Miss Weber has a clean shapely 
way with the French trivia, attractive 
enough pieces, and the balance on this side 
is good ; but she does not display enough 
personality to make much of the Strauss 
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Burleske, and the work begins to drag as it 
does not in the buoyant Gulda performance 
(Decca LXT5013, unsuitably backed by 
Mozart’s E flat Concerto, K. 449). The 
Decca recording is more vivid, more 
forward ; but the all-important timpani 
in the Burleske sound out more distinctly in 
the D.G.G., which is also an excellent 
recording. A.P. 


GRIEG. Piano Concerto in A minor, 
Op. 16. 

LISZT. Piano Concerto No. | in E flat 
major. Richard Farrell (piano), 
Hallé Orchestra conducted by 
George Weldon. Pye CCL30104 
(12 in., 39s. 74d.). 


om Concerto : 
Gieseking, Philh., Karajan (10/52) 33C1003 
Rubinstein R.C.A. S.O., Dorati 
eae ALP1065 
Moiseiwitsch, Philh., Ackerman 
" (2154) CLP1008 
Novaes, V.P.M., Swarowsky (11/54) PL8520 
Simon, Hague P, O., Otterloo (12/54) ABR4017 
Lympany, Philh., Menges (3/55) CLP1037 
Lipatti, Philh., Galliera (9/55) 38C1040 
Aeschbacher, Berlin P. O., Lud 


(11/55) DG16075 
Curzon, L.S.O., Fistoulari (11/56) LXT5165 


Rubinstein, Chicago S.O., Reiner 
(2/57) ALP1414 


Liszt Conce 
Chechaneter, "Philh., Fistoulari (4/53) BLP1013 
Farnadi, V. Op., Scherchen (10/53) WLP5168 
Mildner, Berlin R.1.A.S., Rother 
(10/54) LGX 66022 


Frugoni, V.P.M., Swarowsky —" PL8390 
erloo 


de Groot, Netherlands R.O., Ott 
L3026 


3/55) AB 
Foldes, Berlin P.O., Lud (3/55) DGM18133 
Francois, Paris Cons., Tzipine (4/55) 33CX1238 
Kempff, L.S.O., Fistoulari (6/55) LXT5025 
Anda, Philharmonia, Ackermann 
(9/56) 33CX1366 
Rubinstein, R.C.A. S.O., Wallens 


(2/53 57) ALP1413 
Cziffra, Paris Cons., Dervaux (6/57) ALP1455 


Richard Farrell is a young New Zealand 
pianist whose name has not previously 
appeared in the catalogue. I enjoyed his 
playing very much, for he has what is today 
the rare virtue of being able to play slowly. 
Though he often tosses off quick passages 
at conventional speeds (and he has plenty 
of technique), he always plays slow move- 
ments and slow sections of movements 
considerably slower than almost every other 
pianist listed above. And yet he is neither 
sentimental nor dull; his playing, on the 
contrary, is movingly contemplative and 
poetic. I cannot recommend the record on 
other grounds. The balance between piano 
and orchestra is often poor (it does not 
sound constant to me, being better at some 
times than at others), while the orchestral 
playing is little better than routine. In the 
first movement of the Grieg the conductor 
just misses coinciding with the piano at 
almost every loud entry. Examples of poor 
balance occur at bars 70 and 212 of the Liszt, 
where the piano drowns the orchestra at 
moments when it never does in the concert- 
hall. Orchestral tuttis sometimes sound as 
though they have been cut back. In the 
finale of the Grieg, the piano entry after the 
second orchestral tutti (letter C) sounds quite 
unnaturally loud, far louder than the whole 
orchestra just previously, and I suspect that 
this piano passage was recorded on some 
different occasion. And yet with all its 


faults there is much to enjoy on this disc. 
R.F. 
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KABALEVSKY. 
Suite, Op. 24. 

SHOSTAKOVITCH. Symphony No. 1 
in F major, Op. 10. St. Louis 
Symphony Orchestra conducted by 


Colas Breugnon— 


Viadimir Golschmann. Philips 
ABL3176 (12 in., 41s. 9d.). 
Colas Breugnon : 

Philh., Schuchter (6/55) PMC1007 


Symphony No.1: 
French Radio Orch., Markevitch 
33CX1440 


Nat. Youth Orch., Susskind (oie 1) SCL 30108 


Golschmann’s reading of the Kabalevsky 
Suite has more drive, more panache, than 
Schiichter’s. A suite from an opera must 
be as vivid as possible, for there is no action 
to see and there are no singers to hear: the 
quality of the orchestral playing and the 
interpretation are of absolute importance. 
The Philharmonia are not at the height of 
their form on the Parlophone disc, whereas 
Golschmann seems to have his players on 
their toes. His tempi are slightly faster than 
Schiichter’s, and this, too, helps the music 
along: its facile syncopations come off 
better at the more rapid tempo. 

In the Shostakovitch Symphony, Golsch- 
mann’s tempi are, if anything, somewhat 
broader than those of Markevitch. Golsch- 
mann’s view of the piece is primarily an 
epic one, whereas Markevitch is more 
concerned with pointing up the satirical, 
macabre, and romantic elements. Both 
have their advantages, and in any case the 
choice is widened by the tone of the 
respective orchestras. The wind and brass 
of the St. Louis orchestra sound round and 
teutonic—horns, trombones, and bassoons 
give the game away. Yet the result is an 
undeniably powerful one and the forward 
richness of the St. Louis strings is another 
point in favour of the Philips recording. 
The acoustic is more spacious, too, though 
this sometimes militates against clarity in 
the basses: the opening bars of the second 
movement, for example. Those in favour of 
Shostakovitch-Kabalevsky coupling could 
nevertheless be sure of an excellent per- 
formance of each work and an impressive, 
if not always absolutely transparent, record- 
ing. D.S. 


HAYDN. Symphony No. 45 in F sharp 
minor, “ Farewell”. Symphony 
No. 55 in E flat major, “ School- 
master”. The Aldeburgh Festival 
Orchestra conducted by Benjamin 
Britten. Decca LXT5312 (12 in., 
39s. 74d.). 
1B CO” Muenchinger (7/52) LX T2660 

It was a happy idea of Decca’s to augment 
the still limited number of recordings of 

Haydn symphonies by going to the Alde- 

burgh Festival, where there is an orchestra 

of the right size, of the finest chamber 
musicians, and a conductor who does Haydn 
and Mozart as well as Britten does. It wasa 
less happy idea to preface each performance 
with the tail-end of the audience’s applause, 
just enough to sound perfunctory, but 
plenty to get tiresome to hear every time 
you want to enjoy one of these symphonies. 

Applause at the end does add to the occasion 

(especially after the Farewell, when you can 

sense the audience’s amusement at the 
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departing players) and, anyway, this is easy 
to cut out if you want to. 

The performances are first-rate, a pleasure 
to hear in every bar and full of perceptive 
conducting. Personally I find all the adagio 
movements too fast (and the slow move- 
ments of both these symphonies are so 
marked, as well as the last part of the 
Farewell’s finale). ‘The slow movement of 
No. 55, indeed, goes at a jaunty allegretto, 
delightful to hear in itself, but missing the 
expressive expansiveness that a slower speed 
allows the demisemiquaver violin passages. 
I admit that audiences today may possibly 
find a real adagio tedious after a time: better 
then to cut some of the repeats than to miss 
something of the greatness of this music. 

Brightness is the characteristic of these 
performances and is mirrored in Decca’s 
excellent recording. The playing is of a 
very high quality. There are a couple of 
** sour ” notes from the violins—difficult to 
avoid with something less than a handful of 
players, a concert performance and no 
retakes—but the rest is perfection. 

Stylistically all is very well. My only 
comment is that in the Trio of No. 55 the 
Haydn Society’s edition gives “ leaning 
notes ’’ for the violins in bar 4, not played 
here, and these do seem to be called for. 
(The solo ’cellist is really admirable— 
Terence Weill, is it ?) 

The only rival is Miinchinger’s Farewell 
(backed by the Siegfried Idyll), a good 
performance indeed, but not comparing in 
attack and general address to Britten’s 
performance, nor does the recording now 
sound so alive. T.H. 


LIEBERMANN. Furioso for Orchestra. 
Swiss Folk Song Suite. Radio 
Symphony Orchestra of Berlin 
conducted by Ferenc Fricsay. D.G.G. 
EPL30113 (7 in., 16s. 84d.). 


D.G.G. have such faith in the omniscience 
of their British customers that they provide 
no information whatever about Liebermann 
on the sleeve, or for that matter about the 
music. He is in fact Rolf Liebermann, 
Swiss, born 1910, whose concerto for jazz 
band and orchestra nearly blew the roof off 
the Festival Hall some months ago, and 
whose opera, Schule der Frauen, is to be 
broadcast from Salzburg next month. 
(Previous operas: Leonora 40/45, and 
Penelope, also given at Salzburg.) The 
Furioso for orchestra dates from 1947 and 
was his first real success ; it is of startling 
vigour, not unlike the jazz band concerto 
in style, though perhaps less attractive. The 
Swiss Folk Song Suite is utterly different ; 
very simple, almost naive in its harmonies, 
and extremely sentimental at times. The 
conductor has exaggerated the senti- 
mentality by anticipating all rits by at least 
a bar, and interpreting all poco rits as molto 
rit; asa result the first piece, which consists 
of some very simple variations, keeps sitting 
down, as though coming to an end, and 
then surprises by starting up again. Number 
4 is especially charming. The sixth of the 
seven pieces that comprise the suit is 
omitted, but one cannot grumble, for there 
is an astonishing amount of music on this 
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little disc. Performance and quality are 
pretty good, though the engineers have not 
wholly solved the problem of the loud 
timpani obbligato that runs through the 
Furwoso. ‘This seems to be the first disc of 
Liebermann’s music to appear. R.F. 


MENDELSSOHN. Violin Concerto in 
E minor, Op. 64. 

MOZART. Violin Concerto No. 4 in 
D major, K.218. David Oistrakh 
(violin), Philadelphia Orchestra 
conducted by Eugene Ormandy. 


Philips ABL3145 (12 in., 4ls. 9d.). 
Mendelssohn Concerto : 
Campoli, L.P.O., Bein 
(9/50) LX3001 or (12/54) LXT2904 
de Vito, L.S.O., Sargent (4 IS 3) BLP1008 
Menuhin, Berlin P. O., Furtwaengler 
at) ALP1135 
Milstein, Pittsburgh S.O., Steinber, 
(12/54) for 
Gitlis, V.P.M., Swarowsky te /55) PL8840 
Francescatti, N.Y.S. De meee 
12/5) ABL3159 
I. Oistrakh, Leipzig O., enulinn 


aj57), DGM18329 
Goldberg, Pnilh., Susskind eee) PMA1603 
Barchet, Stuttgart, P.M., Seegelke 


“7/ 53) PL7240 
Grumiaux, V.S.O., Moralt 


(4/55) ABL3u40 
Menuhin, Philb., Pritchard (10/55) ALP1231 


Elman, N.S. im rips (10/55) LX T5078 
Oistrakh plays both concertos most 
beautifully. In the Mendelssohn he gives 
the impression at first of being in a hurry, 
but soon settles down to give a romantic 
performance in which an occasional freedom 
in tempo seems quite in style. No degree of 
romance, of course, would seem to him to be 
an adequate reason for even any minute 
lapse in technical perfection: that is made 
clear in this as in a dozen other concerto 
recordings. 

The orchestra, too, plays well; but its 
contribution to the whole is balanced 
somewhat as if it were a secondary one. 
This I do not think to be so in any sense ; 
but even a listener holding other views and 
welcoming the dominance of a svloist— 
particularly a soloist as good as this one— 
would surely at least allow the orchestra its 
head in the more obviously tutti passages ? 
As it stands, this weakness of balance is only 
a small one ; but it is just enough to make 
it desirable to consider alongside this new 


Mozart Concerto : 


version of the Mendelssohn two other very | 


good ones: Francescatti’s Philips, with an 
economical but good version of the Tchai- 
kovsky concerto for backing, and, for some 
patricidal competition from the hand that 
fed the whatever-it-is, Igor Oistrakh’s 
D.G.G., backed with the Wieniawski 
D minor concerto—this last perhaps, con- 
sidered in isolation, the best version of the 
Mendelssohn to be had. 

The backing of the new disc is the Mozart 
D major concerto. Again, Oistrakh plays 
the solo part most beautifully, this time in 
an entirely classical style. At least, classical 
as to the body of the work ; the cadenzas 
are on the verge of being inflated, but are 
played so entirely convincingly, and with 
such spirit, that it is difficult even to sound 
grudging about them. The orchestra too, 
not backward as in the Mendelssohn, is so 
alive that its really rather large-scale sound 
for the work in hand seems quite easy to 
accept. 

I would have no difficulty, in fact, in 
selecting this version of the Mozart from the 
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list above. If conscience compelled, a good 
smaller-scale performance could be found 
on the alternative Philips disc, ABL3040 ; 
and Grumiaux there might offer a more 
convenient backing in choosing another 
Mozart concerto, the G major. ‘The Gold- 
berg and Barchet performances, too, are 
both very good ; but their recorded quality 
makes it difficult to recommend them in the 
face of these newer issues. M.M. 


MILHAUD. ’Cello Concerto No. 1. 
PROKOFIEV. ’Cello Concerto, Op. 58. 
Janos Starker (’cello), Philharmonia 


Orchestra conducted by Walter 
Susskind. Columbia 33CX1425 


(12 in., 41s. 84d.). 

The main work here (in terms of weight) 
is the Prokofiev, which was begun in 1934 
and only completed four years later, after 
(apparently) considerable revision and 
second thoughts: the more attractive is 
certainly the light-hearted Milhaud (also 
written in 1934), which sounds—like so 
much of Milhaud—as if it might have been 
dashed straight off. The jaunty jog-trot of 
its opening movement and the rumbustious 
brilliance of the finale are entirely captivat- 
ing, both movements demanding the utmost 
from the solo ’cello in range ; the middle 
Grave exploits the lower register of the 
orchestra and is scored with great originality. 
The Prokofiev starts with a striking broad 
melody with the composer’s typical har- 
monic side-slip—it returns, most effectively, 
to interrupt the variations of the finale— 
but most of the other material is far less 
memorable, and as a whole the concerto has 
its longueurs, even with three cuts in the 
finale (one removing the fourth variation 
altogether). A first-rate performance can, 
to some extent, distract attention from its 
lack of inspiration (I was mentally com- 
paring this one with the travesty of a 
performance given at the Proms last year) ; 
and Starker and the orchestra here do 
everything for the work that can be done. 
This ’cellist is a marvel: I have never heard 
such complete assurance of technique, such 
absolutely flawless intonation even in 
virtuosically hazardous passages ; and both 
works on this disc display his amazing 
talents to the full. He is recorded with the 
microphone a bit too close, or rather the 
proportion between ’cello and orchestra 
does not invariably allow the latter the 
prominence it requires (e.g. in the whirl- 
wind second variation in the Prokofiev) : 
in the Milhaud, too, the orchestral strings 
are made to sound rather coarse, and some 
of the accompanying wind lines are too 
heavy (though this, I think, is the con- 
ductor’s fault) ; but otherwise these are 
performances of an extremely high standard, 
unlikely to be bettered—certainly so far as 
the soloist is concerned. L.S. 


MILHAUD. Suite Provencale. 


Saudades do Brasil. Concert Arts 
Orchestra conducted by 
Milhaud. 

41s. 84d.). 
One of the advantages of living in Aix- 
en-Provence must be that to go hom. after 
a visit to Brazil cannot be quite such a 


Darius 
Capitol P8358 (12 in., 


July, 1957 


disastrous let-down. Milhaud, in fact, has 
never lost affection for his own part of the 
world, and has naturally explored much of 
its music—both its folk-music and the 
nearly forgotten works of Aix’s earlier 
native composer, André Campra. ‘These 
two sources were found useful by Milhaud 
in writing incidental music for Valmy- 
Baisse’s play about the _ twelfth-century 
troubadour Bertran de Born when this was 
mounted in the Roman theatre at Orange. 
From that music sprang his Chansons de 
Troubadour and the present Suite Provengale : 
a fascinating sequence of eight light-hearted 
and sunny movements, most beautifully 
laid-out orchestrally. 

Nevertheless, affection for Aix was not so 
exclusive that it could prevent Milhaud 
falling in love with Brazil when he went to 
Rio, in 1917, as secretary to Paul Claudel 
at the French Embassy there. Maxixe, 
tango, rumba, beguine, conga, and samba: 
successive waves of Latin-American dances 
have impinged even on our European 
popular music, and Milhaud fell to their 
full native onslaught without a moment’s 
hesitation. Their rhythms—though no 
actual tunes—underlie his Saudades do 
Brasil of 1920. These were originally a set 
of a dozen short piano pieces each bearing 
the name, in homage, of a district in Rio; 
and technically they explored particularly 
the possibilities of polytonality, which 
greatly interested Milhaud at this time. 
Later they were scored for small orchestra 
(and improved in the process) and a short 
overture was added; this is the version 
here recorded. 

And recorded extremely well. Milhaud 
is modest, on the sleeve, about his powers 
as a conductor; on this showing he 
certainly need not have been—he persuades 
the orchestra into a very good performance. 
The company is noticeably less modest 
about its engineering powers ; but these, 
too, are certainly formidable: the recorded 
sound is among the clearest and best to be 
had. Not to enjoy this record would be to 
dislike both Provence and Brazil ; possible, 
no doubt, but surely very difficult. M.M. 


MOZART. (a) Piano Concerto No. 9 in 
E flat major, K.271. (b) Rondo for 
Piano and Orchestra in A major, 
K.386. Clara Haskil (piano), Vienna 
Symphony Orchestra conducted by 
(a) Paul Sacher, (b) Bernhard 


Paumgartner. Philips ABL3143 
(12 in., 41s. 9d.). 
Concerto No.9: 
Kempff, S.C.0., Muenchinger (9/54) LXT2861 
Novaes, V.P. M.. , Swarowsky (1 ave} PL8430 


Bachauer, New ‘London Orch., Sherm 
(4/57) “CLP1096 


Haskil’s playing in this new version of 
the amazing E flat concerto has a subtlety 
and immediacy that recall Kempff rather 
than Bachauer. The restrained rhetoric 
she brings to the slow movement is really 
most impressive, and for the moment 
reconciled me to the slowness of the tempo. 
In the outer movements she gives a brilliant 
display of deft, shapely playing, but to me 
at least the speed she adopts for the finale 
is quite obviously excessive—and it’s 
certainly her fault, since in this movement 
the pianist sets the whole thing going with 
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You mut fave Gee... 
SIR JOHN BARBIROLLII 


conducting the Hallé Orchestra 







Butterworth; ‘‘A Shropshire Lad’’ Orchestral Rhapsody 
Bax; Garden of Fand 
10” L.P. Pye CCT 31000 
Strauss (J.11); ‘‘Die Fledermaus’’—Overture, Op. 56 / Pizzicato Polka / Perpetuum Mobile, Op. 257 


Strauss (J.1); Radetzky March, Op. 228 
7” E.P. Pye CEC 32003 


uA 
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GWEN CATLEY ...... 


Stanford Robinson conducting the Pro Arte Orchestra 


The Amorous Goldfish (‘The Geisha’’) 
The Letter Song (‘‘“Merrie England’’) 
The Violin Song (“‘Tina’’) 
Arcady Is Ever Young (“The Arcadians’’) 











Poe 7 E.P. Pye CEC 3200! 


> 
é 











ISO ELINSON 


(piano) 
Chopin; Etudes, Op. 10, Nos. 1-12 


10°°L.P. Pye CCT 31002 


> 


GEORGE WELDON 


conducting the Hallé Orchestra 





Khatchaturian; ‘‘Gayaneh’’—Ballet Suite 
1. Lullaby 2. Sabre Dance 38. Dance of the Young Maideng 


Rimsky-Korsakov; Flight of the Bumble Bee 


DISTRIBUTED BY PYE GROUP RECORDS (SALES) LTD... 66 HAYMARKET, LONDON, S.W.1. 
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JOHANN SEBASTIAN BACH 

Singet dem Herrn ein neues Lied, BWV 225 
Lobet den Herrn, alle Heiden, BWV 230 
Furchte dich nicht, ich bin bei dir, BWV 228 
Komm, Jesu, komm, BWV 229 
Thomanerchor, Leipzig/Gunther Ramin 
APM 14060 





Preludes and Fugues 

B minor, BWV 544 . C major, BWV 545 
G major, BWV 550 . C minor, BWV 546 
Helmut Walcha, Organ 

APM 14508 





Toccata, C minor, BWV 911 
Toccata, D major, BWV 912 
Fritz Neumeyer, Harpsichord 
AP 13033 





ORLANDUS LASSUS 

Missa VIII toni 

8 Motets 

Aachen Cathedral Choir/Theodor B. Rehmann 
APM 14071 





MARIN MARAIS 

Suite No. 4 des Pieces de Violes, D major, 
(Bk. Il) 

August Wenzinger, Viola da gamba 
Hannelore Muller, Viola da gamba 
FRANCOIS COUPERIN 

Huitieme Ordre des Pieces de Clavecin, B minor 
(Bk. ID) 

Fritz Neumeyer, Harpsichord 

APM 14065 





HANS VALENTINE RATHGEBER 
JOHANN CASPAR SEYFERT 

11 Lieder 

from Ohren-vergnugendes und Gemuth- 
ergotzendes Tafelconfect 

Margot Guilleaume, Soprano 

Lotte Wolf-Matthaus, Contralto 
Bernhard Michaelis, Tenor . Horst Gunter, 
Baritone 

Hans-Olaf Hudemann, Bass 

Ilse Brix-Meinert, Rosemarie Lahrs, 
Baroque Violins 

Josef Ulsamer, Viola da gamba 
Directed from the Harpsichord by 
Willy Spilling 

APM 14066 





GREGORIAN CHANT 
Missa VIII (de Angelis) cum Credo III in Festis 
Duplicibus 


Benedictine Monks’ Choir of the Abbey . 


of St. Martin, Beuron 
Directed by Dom Maurus Pfaff, D.D., O.S.B. 
EPA 37112 





JOHANN JACOB FROBERGER 
Variations, ‘ Auff die Mayerin’, G major 
Suite No. 30, A minor 

Eta Harich-Schneider, Harpsichord 
EPA 37098 





FREDERICK THE GREAT 

Sonata for Flute and Continuo No. 48, E minor 
Gustav Scheck, Baroque Flute 

August Wenzinger, Viola da gamba 

Fritz Neumeyer, Harpsichord 

EPA 37041 
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62 NEW OXFORD STREET, LONDON, W.Cc.l (LANgham 4155) 
63 MONMOUTH STREET, LONDON, W.C.2 (TEMple Bar 5614) 


Selections from Our Stock— 


(OUR POSTAL SERVICE—LPs & EPs post free within=the U.K. For_78s add 
2/- postage.) 


NEW CAPITOL “CLASSIC SERIES.” 41/8}d. each. Startling recordings! 
P8314 es . o- a ** Latin Music played by Hollywood Bowl Symphony 
P8305 se SHEHERAZADE *” (Rimsky-Korsakov) : Pittsburg Symphony — 


Steinberg 
P8320 ee rtaice BALLET : Fall River Legend & Facsimile, c.—Levine. 
P8313 BEETHOVEN : Violin Concerto. Milstein & Pittsburg Symphony. 
P8296 HOLLYWOOD BOWL ENCORES by Ponchiell:, Liszt, Tchaikovsky, etc 


P8321 GUITAR MUSIC OF LATIN AMERICA played by Aurindo Almeida. 
P8322 BEETHOVEN : Pathetique & Moonlight Sonatas. Firkusny, pianist. 
P8316 weet ny + Quintet Op. 44/HUMMEL : Quartet Op. 30, No. 2. 


Hollywood Quartet. 

VIRGINIA ZEANI, star of the Stoll Opera Season, in scenes from ‘‘ Lucia 

di Lammermoor, ** ** Traviata,’’ ‘* Puritani,’’ *“* apnea " & 

** Boheme.”” LXT5317 one we wae «=: 39/7} 
ELGAR CENTENARY 
ALPI456 Violin Concerto. Menuhin & L.S.O.—Elgar (re-issue) — --- — 41/84 
ALP1464 Elgar conducts—Enigma, Serenade & Cockaigne Overture ... os «= 44/84 
BLP1090 Falstaff—symphonic study. 1.S.0.—Elgar ... -» 30/1) 
SBR6224 Enigma variations, Op. 36. Royal Philharmonic—Beecham .. --. 25/4) 
SBR6225 Serenade for Strings & ae ag whee R.P.O.—Beecham --» 25/4 
NBE1I1002 Pomp & Circumstance Marches, !,2,4&5. R.P.O.—Pope _ -- 12/10} 
NCLI6018 Symphony No. 2. Philharmonic Prom Orch.—Boult --. 39/1} 


NEW R.C.A. RELEASES 
RBI600i BEET — : “* Eroica’’ agany. Chicago ataneenanl 


Rei 39/7 
RBI6007 ST RAVINSKY : The Rite of Spring. Paris Cons.—Monteux si ai 
RBI60I3 MOZART : Clarinet ae Quintet. Benny Goodman, 

etc. 39 
RBI60I4 LISZT : Hungarian Rhapsodies 3, 7, 9, 10, it, 14 15. Brailowsky 39/1 
RD2701i0 TCHAIKOVSKY : Nutcracker suite. Boston Pops.—Fielder ... 37/6} 
RBI6004 BEETHOVEN : ‘“Appassionata’’ & ‘‘ Pathetique’’ Sonatas. 

Rubinstein _ - oe «=: 9/73 
RB16009 HEIFETZ : Violin Concerti by Rosza & Spohr, No. 8, etc. “ a 
RBI6002 MARIO LANZA i in a Cavalcade of Show Tunes _.... - -» 39/7 
THE BEST BARGAINS ON LP. The Decca LW series at 19/6 each. 
LW5287 MOZART : Symphony No. 40. L.S.0.—Krips. 
LW5296 PROKOVIEV : Love of Three Oranges, suite. L.P.O.—Boult. 
to TCHAIKOVSKY : — Lewy = suite. L.S.O.—Fistoulari. 

: Sleeping Beauty, suite. Paris Cons.—D iere. 

LW5283 DEBUSSY: Nocturnes. Suisse inatdipdunsapenien. : — 
LW5280 HAYDN : Symphony 88 (Letter V). Vienna Phil.—Munchinger. 
LW5277 VAUGHAN WILLIAMS : The Wasps, suite. L.P.O.—Boult. 
LW5276 RIMSKY-KORSAKOV : d’Or, suite. Suisse Romande—Ansermet. 


LW5275 BORODIN : Symphony No. Suisse Romande—Ansermet. 
pee Al FLAVIO LABO, t tenor arias—Turandot, ~o Fedora, & Tosca. 

ariations on a Haydn theme oncertgebouw: > 
LW5267 DEBUSSY: La Mer. Suisse Eiesendeattinassenes. . —— 
LW5263 HANDEL: Water music. L.P.O.—van Beinum. 
LW5262 MOZART: Haffner me L.P.O.—van Beinum. 
LW526! MOZART : Clarinet Concerto. de Peyer & L.S.O.—Collin 
LW5260 MOZART : Piano Concerto, E flat maj. K.449. Gulda & Li S 'O.—Collins. 
LW5259 BEETHOVEN : eyo No. 8. Vienna Philharmonic—Bohm. 
Se eee Omran” ne ar 

n inis ed Symphony. “Vienna Philharmonic—Bohm. 

LW5256 KODALY: Hary Janos, suite. L.P.O.—Solti. 
LW5253 SIEPI bass arias from Don Giovanni & Nozze di Figaro. 





SELECTED “ COLLECTORS’ CORNER SPECIAL ” 78 r.p.m. Vocals. 


CCs48 WITTRISCH : arias from Night in Venice & Vienna Blood ane 6/3} 
CCS1I71 HUSCH : Der Wandera & Der Musensohn (Schubert)... 6/34 
ccss BJORLING & SCHYMBERG : duets from Gypsy Baron . Begger 

tudent 6/3 
CCS6 BJORLING : Sadko : Song of the Hindu guest/Ay Ay Ay -_ nt 
Ccs3 BJORLING : Prince igor : Cavatine/Fagra Fregona : tereande a 6/3} 
CCSI167 ANDRESEN : Zauberflote : O Isis & In diesen heilgen Hallen_... 7/4 
CCS65 KORJUS : Vespri Siciliani : Bolero/Mireille : Valse air... ‘2 7/4 
CCS226 KORJUS: Filles de Cadix (Delibes)/Nightingale (Moszkowski) ... 7/4 
CCS20 HUSCH : Konigskinder & Hansel & Gretel arias... we 7/4 
CCS92 STRIE ENZ: Zar und Zimmermann : O sancta Justizia. 2 sides ... 7/4 
CCS34 a & DAL MONTE : Sonnambula : denne vanes t P 

RRR essay ici eimai tra 7 
Ccsi3 GIGLI : Mefistofele ; Dai campi & Giunto sul | passo eae ae 7/4 
CCSs33 SCHIPA : Amapola & Valencia is whats? “Scalar yy i 7/4 


WRITE FOR OUR COMPLETE STOCK CATALOGUES - 
* COLLECTORS’ CHOICE”. Stock of our New Records (all speeds). 1/6 
** COLLECTORS’ PIECES ”’, Stock of our Rare Records by famous Singers. 1/6 
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a thirty-four-bar solo before the orchestra 
enters. In general, though, the merits of 
this disc are directly attributable to Miss 
Haskil, its failings to the conductor, the 
orchestra and the recording. The sound is 
really very bathroomy—one can almost see 
the white tiles. Balance between piano and 
orchestra is good, but the whole thing is 
so wrapped up in a tangle of reverberation 
that a great deal of detail is lost. Perhaps if 
the orchestral playing had been very 
pointed and the ensemble perfectly accurate 
this would not have mattered, but as it is 
there is just enough untidiness in the 
orchestra to give a general impression of 
blur and fuzz. Things are better in the 
little-known concert-rondo in A, recorded 
with a different conductor. R.F. singled 
this piece out for special praise when it 
appeared last October in a rather muddled 
anthology disc (SBR6200), and I should 


have thought it might be worth Philips’ . 


while to couple it on a 7-inch extended 
play disc with the D major concert-rondo, 
K.382. Coupled as it is, I’m afraid it’s not 
enough to make me prefer this recording 
of the E flat concerto to Kempff’s, which I 
admire more each time I hear it. The 
second side of my review copy of this disc 
was not quite accurately centred. J.N. 


MOZART. Concerto No. 11 in F major, 
K.413. Concerto No. 24in C minor, 
K.491. Ralph Kirkpatrick (piano), 
Orchestra conducted by Geraint 
Jones. H.M.V. ALP1454 (12 in., 
41s. 84d.). 


Concerto No. 11: 
Rivkin, V. Op., Dixon 
Gilberg, V.P.M., P. Walter 
Concerto No. 24: 
Badura-Skoda, V.S.O., Prohas 


(2/55) WLP5244 
(3/57) PL9720 


ka 
(2/54) WLP5097 
Curzon, L.S.O., Krips (4/54) LXT2867 
Casadesus, Orch., Szell 8/55) ABL3060 
Solomon, Philh., Menges (1/56) (H)ALP1316 
Bachauer, New London Orch., Sherman 
(9/56) (H)DLP1124 


When Ralph Kirkpatrick, the well- 
known American harpsichordist, was in 
England last winter, he broadcast a number 
of the Mozart piano concertos with the 
Geraint Jones Orchestra, using a recon- 
struction of the sort of piano Mozart 
himself is known to have played on. It was 
decided that at least two of these perform- 
ances should be recorded, but unfortunately, 
owing to a long series of mishaps, it was 
impossible to use a Mozart piano for the 
recording after all, and instead we hear on 
this record an ordinary modern grand. 
This was particularly sad, because the use 
of a modern piano, which the majority of 
people appear to accept without a second 
thought, does involve a number of quite 
serious distortions of Mozart’s intentions. 
For one thing it means that instead of playing 
with the tuttis as a thorough-bass instrument 
(and the original scores make it clear that 
this is what Mozart did) the soloist emerges 
only for his solos; the antithesis between 
soloist and orchestra is exaggerated to 
conform to nineteenth-century practice. 
Then again the elaborate ornamentation 
which Mozart did not always bother to 
write down but certainly used, is difficult 
to bring off on a modern piano with 
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sufficient lightness and agility—and of 
course the sustaining power of a modern 
piano makes it unnecessary. But perhaps 
most serious of all is the difficulty of balanc- 
ing a modern performance satisfactorily. 
The large body of strings that is usually 
considered necessary to stand up to a 
modern piano tends to swamp the wind 
parts—and in the concertos of Mozart’s 
maturity, such as K.491, these are of vital 
importance. The most successful recordings 
owe, I suspect, a great deal to the tactful 
ministrations of the engineer, but if only 
some attempt were made to approximate 
to Mozart’s performing-practice, less techni- 
cal ingenuity would be necessary. 

The piano tone on this record is excellent, 
but it isn’t quite as closely related to the 
orchestral sound as it should be ; the flute 
(in K.491) sounds particularly distant, and 
the .wind generally is not ideally clear. 
Since it has not the advantage of being made 
with a Mozart piano, this issue has to enter 
into direct competition with Solomon’s 
recording of K.491 with the Philharmonia, 
and good as this performance is, neither 
pianist nor orchestra is quite up to that 
standard. K.413, on the other side, is a 
charming light-weight foil to the sombre 
C minor concerto, and I’m inclined to 
prefer this version to its two predecessors in 
spite of some rather smudgy string playing. 
Kirkpatrick sustains a beautifully singing 
line in the operatic slow movement, and, in 
fact, plays throughout with great distinction. 
But I wish he were using the instrument he 
originally intended to! Jj.N. 


MOZART. Piano Concerto No. 12 in 
A major, K.414. Benjamin Britten 
(piano), Aldeburgh Festival 

chestra. Decca LW5294 (10 in., 
19s. 6d.). 
Matthews, Philh., Schwarz (11/54) 38SX1031 
Haebler, V.P.M., Hollreiser (3/55) PL8710 
Scholz, Salzburg Orch., Paumgartner 
(12/54) AP13021 
Lympany, Philh., Menges (4/55) CLP1038 

This issue, I believe, represents Britten’s 
début on records as a solo pianist. And a 
pleasing disc it is, made during an actual 
performance at last year’s Aldeburgh 
Festival. The piano is in the centre of the 
small stage of the Jubilee Hall ; the pianist 
has his back turned to us, and grouped 
round him on either side is the handful of 
players with whom he has been working 
regularly, who follow his beat, the inclina- 
tion of his head, the look in his eyes. It is 
an intimate performance, and one that 
takes us straight to the music. Paul 
Hamburger, in the Keller-Mitchell Britten 
Symposium, has written well of Britten as 
a pianist. 

** He plays a Mozart concerto (alas, only 
one or two a year) not merely as if he had 
written it, but as if he had written it last 
night . . such a state of affairs is 
inadequately described by the critical 
labels ‘ intense insight’, ‘ amazing identi- 
fication ’, ‘ feeling for style ’.” 

The music is wonderfully alive, and the 
performance is unlike any other one. 
Each phrase seems to have a shape and 
existence of its own; the concerto is a 
living organism, pre-existing as a whole 
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but being revealed to us in time, so that 
only at the end can we fully appreciate the 
beginning. Technically, Britten’s tone is 
gentle but firm, his shadings infinitely 
subtle and varied, his rhythms free but not 
loose. But to distinguish between technical 
and musical aspects is not really possible. 
An interesting point is the slow speed of 
the middle movement, Andante: 
Matthews, Lympany and Haebler all adopt 
a faster tempo. Britten plays Mozart’s 
own cadenzas: II in the first movement, 
I in the second and third (there are two 
sets of cadenzas for this concerto, dis- 
tinguished as I and II in the miniature 
score which H. F. Redlich prepared for 
Eulenburg). Britten adds a further short 
cadenza of his own before the final appear- 
ance of the rondo theme. 

There are some small slips in the orches- 
tral playing, particularly near the begin- 
ning: they are a small price to pay for the 
rewards of “‘ actual’? performance. The 
recording is very faithful; and the un- 
usually attractive sleeve-design deserves 
praise too. A.P. 


MOZART. Piano Concerto No. 23 in 

A major, K.488. Monique Haas 
(piano), Berlin Philharmonic 
Orchestra conducted by Ferdinand 
Leitner. D.G.G. DG16056 (10 in., 
30s. 11d.). 
Gieseking, Philh., Karajan (12/53) 38C1012 
Curzon, L.S.O., Krips (4/54) LX T2867 
Matthews, Philh., Schwarz (11/54) 33S1039 
Thyssens-Valentin, Salzburg Orch., Paumgartner 


; 56) DTL93057 
Solomon, Philh., Menges 1/56) ALP1316 
Haskil, V.S.O., Sacher 4/57) ABL3129 


Haebler, Vienna P.M., Walter (6/57) PL9830 


Monique Haas gives a_ beautifully 
polished, musical performance of this 
wonderful concerto. For once one has the 
feeling that here is a pianist who really 
knows what is happening in the orchestra: 
listen for example to the way in which she 
shades off into her accompanying semi- 
quavers as the woodwind enter at bar 268 
of the first movement. Throughout the 
performance small touches make one realise 
that she is really thinking about the music 
the whole time, and not just letting her 
fingers take charge. The accompaniment 
too is well played, although I think that 
Leitner is in too much of a hurry with the 
last movement ; Mozart marked it allegro 
assai (very fast), admittedly, but this is very 
fast indeed—the bassoons can only just 
scramble through bars 28-30, in spite of 
Mozart’s ingenious division of their part. 

What is less satisfactory is the recording. 
Not that the tone of any of the components 
is unpleasant, but simply that they aren’t 
properly related to one another. The piano 
is recorded with great fidelity, but too close 
compared with the. orchestra. And within 
the orchestra the woodwind is swamped by 
string tone, so that many small points in the 
argument are simply lost unless you have 
the score in front of you. The basic reason 
for the difficulty of recording Mozart’s 
piano concertos successfully is that we insist 
on hearing them on instruments for which 
they were not written and with orchestras 
which are too large (see above, the reivew of 
Kirkpatrick’s record of K.491, etc.). But 
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even so the engineers can do better than 
this. If you particularly want a 10-inch 
version of K.488 then this is probably the 
best, but if you can possibly stump up the 
extra ten shillings Solomon’s version, 
coupled with K.49], is still the one I should 
really recommend. J.N. 


MOZART. Symphony No. 35 in D 
major, K.385, “ Haffner”. Sym- 
(| phony No. 40 in G minor, K.550. 
Philharmonic Symphony Orchestra 
of New York conducted by Bruno 
Walter. Philips ABL3155 (12 in., 
41s. 9d.). 
Symphony No. 35: 
L.P.O., Beinum 
(11/50) LXT2534 or (12/56) LW5262 
London Mozart, Blech (4/54) CLP1014 


Pittsburgh S.O., Steinberg (12/54) CTL7053 
R.P.O., Beecham (11/55) ABL3067 


Symphony No. 40: 
L.P.O., Kleiber (11/50) LX3022 


L.S.0., Krips (10/53) LXT2819 or (7/57) LW5287 
(1/54) CLP1009 
(12/54 ) DTL93020 


London Mozart, lech 
Champs-Elysee, Scherchen 
R.P.O., Beecham 
V.P.O., Muenchinger 
V. Op., Pronaska 
Bamberg S.O., Perlea 
Chicago S.O., Reiner (3/57) ALP1330 
Minneapolis S.O., Dorati (7/57) MRL2540 
Before the war I had the privilege of 
hearing a great many of Bruno Walter’s 
rehearsals and his approach to the Mozart 
G minor is so familiar to me that I can 
almost hear him talking in every phrase of 
this performance. For he is a conductor 
who has considered the content of every 
phrase, its mood, its implications, its con- 
tribution to the movement as a whole. (You 
will have noticed this if you have listened 
to his rehearsal record of the Linz symphony.) 
The result was a performance of the 
G minor that was justly world-renowned. 
But tastes change and I do not know that 
Walter’s performance will now be as 
generally acceptable as it was twenty years 
ago. I feel at least that I ought to give a 
warning ! Older Mozartians will think it 
very great (as, of its style, it undoubtedly 
is) and it may well be that in years to come 
tastes will change again: many present-day 
Mozartians will find this approach far too 
romantic and sometimes even mannered. 
As to the romanticism, this is anyway the 
most romantic of all Mozart’s symphonies— 
the Finale, as Walter used to emphasise, is 
Mozart at his nearest to Beethoven in those 
explosive outbreaks, in the violent contrasts 
of sound. As to mannerisms, I think some 
points have become over-emphasised in the 
course of—I wonder how many perform- 
ances ? There is the tremendous accent 
that Walter gets at the return to G minor 
in the first movement (bar 211), for 
example ; the almost imperceptible “lift” 
that brought the hammer down with such 
weight on the down-beat of that bar seems 
now to have become too much of a self- 
conscious point. Or do I now boggle at 
what I then accepted without question ? 
There are a good many other such things. 
Yet the greatness of the interpretation 
remains, above all in the way Walter 
brings out the symphony’s prevailing dark- 
ness of mood. (At the opening it was, 
** violas, on the string—please set the dark 
colour at once”’.) No other conductor 
gets to the core of every phrase of this 
symphony as Walter does. 


_ each half of the slow movement. 


The GRAMOPHONE 


The Haffner raises far fewer questions of 
Style, for this work cannot tempt the 
conductor to the same extent. There is very 
little here that anyone could fail to admire— 
probably only the drawing-out of the bar 
with the violin trills in, towards the end of 
It is all 
immensely spirited and full of good playing. 

These are Mozart performances played 
with the weight of a full band of strings, 
though care has been taken to get a good 
deal of the woodwind through (it is the 
bassoon that is notably missing). ‘The 
recording itself is a long way from ideal for 
Mozart. 

I have commented a good many times 
on earlier records of both these symphonies. 
The present issue may not alter the situation 
for many readers, except that it is the only 
coupling of these two. But—and it is a big 
but—anyone who wants to get inside the 


symphonies with a really great artist as . 


guide should buy the disc, whatever his 
views on the style of performance may be. 
None of the other conductors listed above 
has a musical mind quite of the calibre of 


Walter’s. TE. 


MOZART. (a) Clarinet Concerto in 
A major, K.622. (b) Clarinet 
Quintet in A major, K.581. Benny 
Goodman (clarinet) with (a) Boston 
Symphony Orchestra conducted by 
Charles Munch, (b) Boston Sym- 

hony String Quartet. R.C.A. 
RBI16013 (12 in., 39s. 74d.). 


Concerto : 
Kell, Zimbler Sinf. 
(3,53) AXL2002 or (6/55) AXTL1071 
Lancelot, O.L. Ens., Froment (3/54) OL50006 
Peyer, L.S.O., Collins 
(2,55) LXT2990 or (1/57) LW5261 
Wlach, V.Op., Rodzinski (4,55) WLP5307 
Jettel, V.P.M., Emmer (7/55) PL8870 
Schonhofer, V.S.O., Paumgartner 
(6/55) ABR4033 
(2/57) 38CX1361 


(8/52) LXT2698 


Walton, Philh., Karajan 
Quintet : 

de Bavier, New Italian Qt. 

Kell, Fine Arts Ot. 3/53) AXTL1097 

Wlach, Vienna Konzerthaus (11/53) WLP5112 

Vienna Octet (6/55 LXT5032 

I suppose that this is where I should 
write the piece beginning ‘‘ Benny Goodman, 
of course, is a classically-trained musician”? ; 
but I cannot bring myself to do it—of 
course he is, and so is every other jazz 
player who plays in tune. The notion of 
the two worlds of music is a distressing 
invention of our own century; it would 
have seemed much more natural to Mozart 
than it does to us that the same player 
should make records of clarinet quintets 
and Clarinet Marmalade. 

That Benny Goodman is an outstanding 
player in the jazz field has not been in 
doubt these twenty-five years or so. Artisti- 
cally, his peak probably came with the 


early Trio records of the 1930’s, made with . 


Teddy Wilson and Gene Krupa; _ these, 
following faintly in the footsteps of the 
Venuti Blue Four, were examples of jazz 
chamber music that have never yet been 
surpassed ; and the gradual deterioration 
of the trio as it became first a quartet, then 
a quintet and ultimately a sextet, was a 
disaster. Historically, on the other hand, 
Goodman’s peak, virtually unrecognised 
today, was probably his big band of the 
same period ; for this, artistically greatly 
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inferior to the Trio, did succeed in pro. 
ducing for the first time a really workable 
compromise between jazz and popular 
music. It set in motion, in fact, the pro- 
gressive popularisation of jazz, with ulti- 
mately, the distressing results only too 
audible at every turn today. 


Curiously, exactly the same duality of 
Standards between chamber and larger- 
scale music pervades this new record, our 
first opportunity since an old set of 78s of 
assessing Goodman’s status when playing 
his other clarinet. For here the performance 
of the Mozart Quintet is very noticeably 
superior to that of the Concerto. This 
latter is rough ; as if worrying about the 
ultimate balance Goodman plays forcefully 
throughout, and this leads the orchestra 
to do the same. The result is that many 
clarinet passages, particularly those lying 
just below the break, have an unpleasantly 
reedy sound; and a great deal of the 
magic of the slow movement, in particular, 
is lost. (So is a fleeting opportunity for a 
bar’s freedom from chains: the borrowing 
of a phrase from the Mozart Quintet to fill 
in a gap is surely at the best of times a 
policy of despair for a totally uninventive 
clarinettist, not for Goodman ; and when 
the Quintet itself is on the other side of the 
record it should not have been considered 
for a moment.) Much of the more robust 
music of the concerto, nevertheless, responds 
quite well to the rather fierce treatment ; 
and this is in general certainly no insipid 
performance. 

On the other hand, the Quintet is in 
every respect a distinct success. ‘This is 
beautifully balanced throughout, with the 
clarinet or the strings leading in tum 
as the music demands; and, free from 
worry about balance, Goodman phrases 
most elegantly. Here nothing is thrown 
away in the slow movement, or in the slow 
section of the finale; the first movement 
and the variations are most happily alert ; 
and, though perhaps it was wrong to choose 
a faster tempo for the second trio of the 
minuet than for the first, this movement 
does present particularly happy and liquid 
clarinet-playing. 

As throughout the recording is good, this 
version of the Quintet must join in the 
recommended list the Brunswick of Kell 
and the Fine Arts Quartet, equally alert 
and with particularly stylish clarinet- 
playing ; the earlier Decca of de Bavier 
and the New Italian Quartet, very smooth 
but most distinctly un-alert; and_ the 
later Decca of Boskovsky and the Vienna 
players, a rather happy medium. All these 
three older discs somewhat unreasonably 
take, however, their whole twelve-inch 
length over the Quintet; and the new 
Goodman version is contained entirely 
adequately on one 12-inch side. 

“So the Concerto is, as it were, thrown in ; 
in the circumstances I hope it does not seem 
too unmannerly to express a preference in 
this work for de Peyer’s Decca either in the 
medium-play version LW5261, or on 
LXT2990 coupled with a not vety good 
version of the Mozart Bassoon Concerto ; 
or for Reginald Kell on _ Brunswick 








